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which	marks	 the	beginning	of	 the	publishing	endeavors	by	 the	
newly	established	Museum	of	Modern	Art	 in	Warsaw.	 In	this	 ini-
tial	stage	of	our	existence,	we	have	decided	to	refrain	from	issu-
ing	catalogues	 for	 the	numerous	exhibitions	and	artistic	events	
























Bishop	 and	 the	 Museum’s	 team	 under	 special	 care	 of	 Marta	
Dziewańska,	was	one	such	extraordinarily	vigorous	and	emotional	
debate.	 It	was	an	attempt	 to	find	an	answer	 to	questions	about	
the	 differences	 between	 the	 breakthrough	 year	 of	 1968	 in	











































the	 categories	 of	“former	 West”	 (recently	 proposed	 by	 Kathrin	
Rhomberg	and	Charles	Esche1)	and		“former	East”	are	legitimate	
and	what	meaning	they	may	have	for	art	history.	The	issue	spark-
ing	 the	most	heated	disputes	 involved	 the	engagement	of	 the	
artist	in	social	and	political	debates	and	the	ethical	requirements	
of	artistic	practice.	This	was	apparent	both	during	the	discussion	
about	 the	ball	 in	Zalesie	 (organized	 in	1968	by	 the	critics	and	
artists	affiliated	with	Galeria	Foksal)	and	about	 [S]elections.pl	 (a	
2005	 group	 exhibition).	 It	 was	 not	 the	 first	 time	 that	 our	 col-
leagues	from	the	entire	European	continent	debated	the	issue	of	
political	 transformation	 and	 the	 epistemological	 challenges	
evoked	by	these	changes.	
This	was	 the	context	 in	which	we	discussed	 the	place	of	 the	
newly	established	Museum.	All	comments	and	reflections	(includ-








phase	of	 transformation	 in	Eastern	Europe	 is	complete	and	be-
hind	us—as	general	and	unsure	as	 it	may	sound—has	been	es-






























































































































































































































































































































The	 texts	 assembled	 in	 this	 book	 are	 a	 selective	 record	 of	 a	
three-day	seminar	held	at	the	Museum	of	Modern	Art	in	Warsaw	
in	July	2008	and	organized	by	myself	and	Joanna	Mytkowska.1	
























art	historical	survey	 to	be	published	 this	decade:	 IRWIN’s	East 
Art Map (2006),	which	is	the	first	attempt	to	provide	a	compara-
tive	overview	of	 the	main	artistic	 trends	 in	Eastern	Europe	and	


















2	 H.	Foster,	R.	Krauss,	Y.-A.	Bois,	B.H.D.	Buchloh,	Art Since 
1900: Modernism, Antimodernism, Postmodernism,	New	York:	
Thames	and	Hudson,	2004.
3	 IRWIN	(eds.),	East Art Map:	Contemporary Art in Eastern 
Europe,	New	York	and	London:	MIT	Press	and	Afterall,	2006.



















































impact	 upon	 the	 form,	 medium,	 and	 distribution	 of	 visual	 art?	
How	 do	 we	 explain	 the	 differences	 between	 artistic	 practices	
that	appear	very	similar	and	yet	were	produced	under	very	dif-
ferent	political	and	 ideological	contexts?	 Is	 it	possible	or	even	
desirable,	after	1989,	to	write	a	European	art	history	that	brings	
together	East	and	West?	How	useful	 is	 it	 to	 talk	about	 the	“for-
mer	East”	and	the	“former	West”?	Despite	these	grand	aims,	most	




























by	 Borut	Vogelnik	 (artist,	 Ljubljana);	 on	post-1989	museums	of	
contemporary	art	in	Eastern	Europe	by	Piotr	Piotrowski	(art	histo-
rian,	Warsaw);	and	on	the	Croatian	scene	in	the	’60s	and	’70s	by	




partly	 for	reasons	of	space	and	partly	 in	 the	 interest	of	editorial	
focus.	The	order	has	been	 resequenced,	with	a	navigation	 tool	
LB_MSN_1968_1989_EN_PF.indd   17 15.02.10   23:01
18
designed	by	Ludovic	Balland	 to	 indicate	 the	key	 terms	around	
which	 the	book	 is	now	structured:	1968,	1989,	Exhibitions	&	
Institutions,	 Participation,	 Internationalism,	 and	 Former	 East/
Former	 West.	 One	 paper	 not	 included	 in	 the	 seminar	 but	 in-
cluded	here	 for	 its	 relevance	 is	“Handworks:	Yugoslav	Gestural	
Culture	 and	Performance	Art”	 by	Branislav	 Jakovljevic	 (perfor-
mance	historian,	Stanford	University),	a	study	of	mass	spectacle	
and	 its	 relationship	 to	 performance	 art	 in	 former	 Yugoslavia.	





a	 conscious	 decision	 not	 to	 include	 speakers	
from	Russia,	who	will	be	 the	 focus	of	a	 forth-
coming	seminar	at	 the	museum.	This	attention	











to	 include	 in	each	of	 their	publications	 two	or	
three	translations	of	previously	unpublished	art	
historical	 documents	 from	 Eastern	 Europe	 in	
order	to	facilitate	comparative	research	into	the	
artistic	production	of	this	region.	The	two	texts	
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“I	want	 to	 tell	 you	how	we,	 in	 the	Balkans,	kill	 rats.	We	have	a	method	 to	




nuation	of	her	performances	from	two	years	earlier,	Cleaning the Mirror 1 & 
2,	which	were	also	dominated	by	the	baroque	pairing	of	bare	bones	and	a	
female	body.	






her	 interest	 in	 the	 baroque	 was	 paired	 with	 the	 theme	 of	 cleansing.	
Abramović’s	first	performance	piece,	Come Wash with Me [Dodjite da perete 
sa mnom,	1969],	also	invokes	the	theme	of	ritual	cleansing.	The	overall	im-
pression	is	that	she	wants	to	purge	the	baroque,	not	to	celebrate	it.	 	
Abramović’s	 interest	 in	performance	and	body	art	arose	 in	 the	wake	of	







the	place	of	 the	body	 in	Yugoslav	art	and	culture	 in	general.	This	discord	
between	ideology	and	the	body	became	visible	precisely	in	the	students’	re-
volt	of	June	1968.
Historians	of	 the	student	demonstrations	 that	 took	place	 that	month	at	
Belgrade	University	are	in	general	agreement	about	the	two	distinct	phases	
of	the	event:	the	first	is	limited	to	the	initial	revolt	that	lasted	from	the	eve-

















































































































































































































legacy	of	 the	first	phase	 is	aesthetic,	 the	second	 ideological.	 In	 the	years	
and	decades	following	1968,	it	gradually	became	almost	impossible	to	dis-
tinguish	 between	 these	 two	 phases.	 However,	 a	 close	 reading	 of	 these	
events	in	their	context	demonstrates	that	the	first	two	days	of	the	students’	
protest	stand	apart	as	an	uncalculated,	self-scarifying,	excessive,	and	there-
fore	poetic	act.	The	only	 legitimate	 inheritor	of	 this	bodily	poetry	of	 June	
2	 and	 3	 is	 the	 performance	 art	 that	 emerged	 on	 Belgrade’s	 alternative	
scene	in	the	years	following	1968.	
2.	Socialist	Baroque






in	ethical	and	political	 terms,	 the	highest	goal	 in	 the	building	of	socialism	
is	 […]	aesthetic,	and	socialism	 itself	 is	 regarded	as	 the	supreme	measure	
of	 beauty.”1	 Convinced	 that	 he	 is	 demystifying	 not	 only	 the	 culture	 of	
Stalinism	but	also	 the	so-called	historical	avant-garde,	Groys	establishes	a	
series	of	unconvincing	analogies	between	Socialist	Realism	and	the	Soviet	
1	 B.	Groys,	The Total Art of Stalinism: Avant-garde, Aesthetic 
















































































































































































































































a	detailed	analysis	of	Groys’s	argument.3	 Instead,	 I	want	only	 to	point	out	
that	Socialist	Realism	 is	not	only	an	aesthetic,	but	also,	and	primarily,	an	
aesthetico-ideological	project.	As	such,	it	is	much	closer	to	a	model	that	by	




scholar	 José	Antonio	Maravall	 in	his	book	Culture of the Baroque: Analysis 





tury	 baroque	 state,	 the	 post-revolutionary	 state	 in	 the	 twentieth	 century	
takes	as	one	of	 its	main	 tasks	keeping	 in	check	 the	 revolutionary	energy	
that	brought	it	into	being.	That	is	why—and	this	is	the	second	trait—baroque	
societies,	like	socialist	ones,	are	in	permanent	crisis.	Maravall	goes	as	far	as	
defining	 the	culture	of	 the	baroque	as	a	systematization	of	a	series	of	 re-







ethnic	state.	While	 in	 the	baroque	state	 the	mass	constitutes,	as	Maravall	
puts	it,	a	“proto-nation,”	in	Yugoslavia	it	becomes	a	post-nation	of	sorts.	The	
fifth	trait	is	the	most	important	for	this	discussion.	Mass	activities	that	were	




the	avant-garde,	see	E.	Dobrenko,	Political Economy of Socialist 
Realism,	New	Haven:	Yale	University	Press,	2007,	pp.44-46.























































































































































































































wills	of	 those	who	might,	as	 it	was	 feared,	be	 led	 to	 take	up	an	opposing	
position”.8	That	is	why	Maravall	considers	“guiding”	or	“management”	as	one	





who	 leads	holds	 the	hand	of	 the	one	who	 is	being	 lead.	Guiding	 is	han-
dling.	 It	 concerns	 hands:	 taking	 hold,	 seizing,	 grasping.	 In	 his	 essay	
“Mainmise”	(the	French	word	that	covers	precisely	this	territory	of	hand-re-
lated	meanings),	Jean-François	Lyotard	writes	that	“whoever	is	under	main-
mise	of	a	manceps	 [master,	a	person	who	 takes	something	 in	hand],	he	 is	
mancus,	 one-handed,	he	 is	missing	a	hand.	He’s	 the	one	whose	hand	 is	







































































































































































































































bodies	 (their	 movements	 and	 gestures).	 In	 Russia	 after	 the	 October	
Revolution,	the	court	etiquette,	military	postures,	and	the	middle	class	and	
its	bon ton	were	all	replaced	by	an	aggressive	egalitarianism.	 It	 is,	accord-
ing	to	Bulgakowa,	a	whole	new	“anthropological	order”	based	on	stately	and	
military	 techniques	of	walking,	standing,	and	sitting.10	 In	Yugoslavia,	 this	





In	relay	running,	a	baton	 is	passed	from	hand	to	hand.	 It	 is	 the	only	kind	of	
running	in	which	a	firm	hand	is	as	important	as	strong	legs.	Hand,	not	hands:	
one-handed	running.	Precisely	this	one-handedness	guarantees	the	collectiv-










place,	 the	village	of	Kumrovec	 in	Croatia.	Through	 this	symbolic	exchange,	
time,	 that	 is	 to	say	history,	begins	to	seep	 into	the	geopolitics	of	 the	body:	

















































































































































































































site	of	a	dam	on	 the	 river	Danube.	 In	 that	way,	mass	 running	 joined	mass	
digging.B
Initially,	Youth	Work	Actions	were	formed	in	response	to	the	needs	of	re-
construction	 and	 the	 industrialization	 of	 the	 country	 in	 the	 aftermath	 of	
WWII.	Soon,	 they	 turned	 into	 ideological	 factories	 for	 forging	Yugoslavism	
and	socialism.	By	the	mid-1960s,	Youth	Work	Actions	were	almost	non-ex-
istent:	1965,	the	year	of	the	major	economic	reforms	that	pushed	the	coun-




haul	of	 the	country,	 this	was	 the	first	 time	a	Youth	Work	Action	was	orga-





a	highway	construction	site.	The	first	sparks	 that	 initiated	 the	student	pro-































































































































































































































































is	 fashionable	and	what	do	 they	 like	 to	wear,	each	boy	grabbed	a	girl	and	
lifted	her	up.11	Journalists	 reported	that	 the	whole	stadium	burst	 in	 laugh-
ter.	Laughter	from	60,000	mouths	is	not	a	mocking	laughter,	or	laughter	as	
a	defense	mechanism.	It	is	the	laughter	of	self-enjoyment.
Mass	 running,	 mass	 digging,	 mass	 exercise:	 in	 a	 word,	 voluntary	
discipline.
The	events	of	 June	1968	at	Belgrade	University	can	be	read	as	a	ges-
ture	of	 revolt	aimed	precisely	against	 this	kind	of	society.	Before	 the	first	
speech	was	delivered	at	 the	School	of	Philosophy,	where	students	barri-
caded	 themselves;	before	 the	first	poster	was	hung	on	 its	 façade;	before	
the	first	manifesto	was	printed	in	the	emergency	issues	of	the	student	news-
paper;	and	before	the	first	letter	was	sent	to	the	workers,	already	during	the	
night	of	 June	2	 the	students	made	 the	 initial	and	decisive	 intervention	 in	
the	total	spectacle	of	socialist	culture	in	Yugoslavia.	That	night	and	the	fol-
















































































































































































































	 dies	of	 the	offended,	 the	disregarded,	and	 the	marginalized.	Even	 though	
they	 misreported	 the	 events,	 the	 newspapers	 described	 these	“tired,	 un-
shaven	 faces”	and	published	photographs	of	 the	bodies	 falling	under	 the	
blows	of	police	batons.	These	initial	violent	gestures	opened,	even	for	a	brief	








Olympic	 torch,	specifically	 the	relay	 run	across	Europe	on	 the	occasion	of	
the	Berlin	Olympics	 in	1936.	Historically,	mass	gymnastics	preceded	 the	
modern	Olympic	movement.	Its	emergence	is	tied	with	German	Turnverein,	
which	Friedrich	Ludwig	 Jahn	established	 in	1811.	Guided	by	 the	slogan	
“love	for	the	fatherland	through	gymnastics,”	the	Turnverein	movement	pro-
moted	the	unification	of	Germany,	its	emancipation,	as	it	were,	from	the	cul-
tural	 domination	 of	 France,	 and	 for	 the	 purification	 of	 body	 and	 soul	 of	
young	 Germans.	 Already	 in	 1817	 Jahn	 had	 organized	 the	 first	 mass	
Turnverein	festival:	a	three-day-long	procession	of	nationalist	speeches,	the	
demonstration	 of	 skills	 in	 gymnastics,	 and	 the	 burning	 of	 non-German	
books.12	Miroslav	Tyrš	and	Jindřich	Fügner	modeled	their	Sokol	movement	








12	 C.	E.	Nolte,	The Sokol in Czech Countries: Training for 
a Nation,	London:	Palgrave-Macmillian,	2002,	p.11.












































































































































































































lishment	 of	 Yugoslavia	 (1918)	 and	 during	 the	 inter-war	 period.	 King	
Alexander	used	slets	in	an	attempt	to	forge	an	integral	Yugoslav	nation	that,	
as	he	hoped,	would	support	his	centralized	state.
If,	 after	WWII	 and	 the	 revolution,	 centralism	and	unitarism	were	consi-
dered	among	the	main	enemies	of	the	Federative	and	Socialist	Yugoslavia,	
how	are	we	 then	 to	understand	manifestations	of	“love	 for	 the	 fatherland	
through	 gymnastics”	 that	 took	 place	 every	 May	 25?	 A	 brief	 explanation	





coming	and	preservation.	Of	course,	state	 ideologues	held	 that	 this	state,	
perfect	as	 it	 is,	can’t	escape	the	 laws	of	dialectical	materialism,	according	
to	which	 the	state	 is	 the	manifestation	of	class	struggle,	and	as	such	will	
“wither	away”	together	with	the	“withering	away”	of	the	class	system.13	In	a	
word,	if	the	Kingdom	of	Yugoslavia	was	an	emergent	state,	or	the	state	with-



























































































































































































































































	 tacles	of	a	completely	different	 kind.	 I	 am	 referring,	of	 course,	 to	baroque	
spectacles	that	first	peaked	in	the	Spain	of	the	Golden	Age	and	then	spread	
















sion	between	conservatism	of	purpose	and	newness	of	 form	 is	 reconciled	
though	allegory.	It	 is	precisely	the	allegorical	form	that	makes	possible	the	
textualization	of	a	visual	spectacle.	Bodies	merge	into	images,	and	images	
convey	meanings.	 It	 is	a	massive	coded	message	 that	passes	 though	se-	
veral	channels:	from	the	“youth”	to	the	president,	who,	being	the	personifi-
cation	of	 the	state,	amplifies	 this	message	and	passes	 it	on	 to	 the	entire	
population.	Benjamin	argues	that	allegory	is	“not	convention	of	expression,	
but	 expression	 of	 convention.	 At	 the	 same	 time	 expression	 of	 authority,	
which	is	secret	in	accordance	with	the	dignity	of	its	origin,	but	public	in	ac-
cordance	with	 the	extent	of	 its	validity”.15	 In	 this	way,	baroque	culture	be-
comes	a	 text	oversaturated	with	meaning.	Here,	nothing	escapes	 interpre-
tation.	This	endless	deciphering	 involves	not	only	 texts	 and	symbols,	but	
also	all	 public	performances,	only	 to	finally	 engulf	 even	private	behavior.	
Such	textual	turmoil	forecloses	any	possibility	of	carving	out	a	position	out-
side	of	ideological	discourse.
14	 See	F.	A.	Toufar,	Sokol: The Czechoslovak National Gymnastic 
Organization,	London:	George	Allen	and	Unwin,	1941.
15	 W.	Benjamin,	The Origin of German Tragic Drama, 
London:	Verso,	1988,	p.175.





























































































































































































































some	places,	 jubilant	 students	danced	 the	“Kozaracko	kolo,”	a	 traditional	
dance	of	the	communist	guerrilla,	which	clearly	 indicated	the	reintegration	
of	bodies	in	revolt	back	into	discursive	economy	of	the	state.	Soon	after	his	
televised	address	 to	 the	nation,	Tito	spoke	at	 the	Sixth	Congress	of	Trade	
Unions	 in	 Belgrade.	Vigilant	 reporters	 noted	 that	 he	 was	 interrupted	 by	
applauses	no	less	than	thirty-six	times.16	These	were	not	Stalinist	“iron	clap-
ping”	 but	 rather	 spontaneous	 ovations	 and	 expressions	 of	 approval.	
Sociologists	compare	 this	wordless	collective	performance	with	exercises	
of	pure	coordination.	 In	post-’68	Yugoslavia,	applause	was	the	most	wide-
spread	 form	of	mass	performance.	And	 it	was	 the	most	demanding,	since	
it	was	executed	with	one	hand	only.
In	the	same	way	in	which	the	skin	on	students’	bodies	burst	open	under	
the	blows	of	police	batons,	 the	 ideological	 façade	of	Yugoslavia	cracked	
under	 the	 blow	 of	 student	 revolt.	 In	 an	 attempt	 to	 express	 the	 way	 in	
16	 NIN	(Nedeljne	informative	novine),	no.	912,	June	30,	1968,	p.3.	










































































































































































































	 which	society	 reacts	 to	 the	new,	Deleuze	and	Guattari	 reached	 for	D.	H.	
Lawrence’s	metaphor	of	the	umbrella	with	which	the	society	covers	itself,	
and	on	which	 it	pictures	 its	firmament	with	 the	starry	 skies	and	written	
laws.	Then,	writes	Lawrence,	along	comes	a	poet	and	makes	a	cut	 in	 the	












in	 the	stadium	to	 laughing	and	clapping,	 the	audience	of	 the	Youth	Day	 is	
an	integral	part	of	the	spectacle.	The	disappearance	of	the	audience	means	
the	eradication	of	distance	that	 leads	to	cessation	of	observation	and	free	




ical	 text	made	of	 images,	symbols,	and	even	 letters,	 then	de-allegorization	
is	the	process	of	the	de-semiotization	of	the	body.	The	body	no	longer	sym-
bolizes	 anything	 but	 itself,	 its	 own	 materiality	 and	 impermanence.	 If,	 as	
Benjamin	argues,	 the	“allegorical	body	wants	only	 to	 last,	and	with	 its	en-
tire	 organism	 turns	 towards	 the	 eternal,”	 then	 de-allegorization	 turns	 to-
wards	 the	 instantaneous,	 the	perishable,	and	 the	ephemeral.	Further,	 if	al-
legory	strives	to	achieve	an	integrated	work	of	art,	a	Gesamtkunstwerk,	then	

















































































































































































































sign	meanings	 to	 things:	“in	his hands,”	writes	Benjamin,	“the	object	be-
comes	something	different;	through	it	he	speaks	of	something	different	and	
for	him	it	becomes	a	key	to	the	realm	of	hidden	knowledge”.18	On	the	other	
hand,	a	de-allegorist	occupies	 the	position	 that	 is	not	privileged,	 the	posi-
tion	of	explicitness	and	vulnerability.	 If	an	allegorist	can	be	said	 to	be	 the	




1968.	 As	 I	 mentioned,	 by	 the	 following	 year,	 Marina	 Abramović,	 then	 a	
young	art	student,	composed	(but	didn’t	perform)	the	piece	Come to Wash 
with Me,	 in	which	she	planned	to	ask	audience	members	to	undress	and	
remain	 in	 the	 gallery	 space	 while	 she	 washed,	 dried,	 and	 ironed	 their	
clothes.	In	subsequent	years,	performance	artists	engaged	in	dismantling,	
almost	point	by	point,	 the	allegories	 that	Yugoslav	 culture	oozed	 inces-
santly.	For	 instance,	 in	Era	Milivojević’s	performance	piece	Taping Up the 
Artist [Oblepljivanje umetnika lepljivom trakom,	1971],	the	immobilized	fe-
male	body	 is	directly	opposed	 to	 the	 rhythmically	moving	bodies	 in	slet	
mass	performances.	E	In	another	instance,	athletic	bodies	that	exercise	in	
the	stadium	are	contrasted	by	 the	ascetic	body	of	Raša	Todosijević,	who	
in	his	performance	piece Drinking Water [Pijenje vode,	1974]	gulps	water	
until	he	can	no	longer	take	it	and	throws	up.	F	This	investigation	of	the	lim-
its	 of	 physical	 endurance	 is	 a	 significant	 aspect	 of	 a	 series	 of	 perfor-
mances	that	Marina	Abramović	created	in	the	early	stage	of	her	career.	In	
the	majority	of	 these	works	 the	artist	brings	her	physical	existence	 into	
question.	For	instance,	in Rhythm 5 [Ritam 5,	1974]	and Rhythm 2 [Ritam 2,	
1974],	 the	artist’s	body	 is	engaged	 in	actions	 that	 threaten	 to	annihilate	
it.		There	is	one	performance	from	this	series	that	concerns	not	the	entire	















































































































































































































































































































with	 increasing	speed,	between	 the	pointing	finger	and	 the	middle	finger,	
and	so	on	until	she	stabs	herself.	With	each	cut	she	picks	up	a	new	knife	
and	repeats	 the	same	series	of	actions	until	she	cuts	herself	again.	After	
she	has	gone	 through	 the	entire	collection	of	knives,	she	 turns	off	 the	re-
corder,	 rewinds	 the	 tape,	and	 listens	attentively	 to	 the	sound	recording	of	
the	performance	 that	 just	 took	place.	Then	she	 repeats	 the	performance	
with	the	same	knives,	trying	to	achieve	the	same	rhythm	and	even	to	repeat	
the	same	cuts.	 In	Rhythm 10	Abramović	 transplants	 into	an	art	gallery	 the	
test	of	courage,	speed,	self-control,	precision,	and	masculinity	 that	 is	well-
known	to	Balkan	shepherds,	pupils,	and	soldiers.	This	solo	performance	of	
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	The	 starting	point	 for	 this	essay	was	 the	 research	 for	 the	exhibition	“As	
Soon	as	I	Open	my	Eyes	I	See	a	Film—Experiments	 in	Yugoslav	Art	 in	the	






tutional	 frameworks	 to	 specific	 examples	 of	 artworks,	 as	 well	 as	 to	 key	












mer	Yugoslavia,	 touching	upon	broader	political	 contexts	 is	 unavoidable.	
Actually,	 the	Tito’s	 model	 for	 Yugoslavian	 socialism,	 after	 the	 break	 with	
Stalin	 in	1948,	 tried	 to	 take	advantage	of	both	dominant	systems—it	pro-













































































































































































































	 system,	but	 rather	demanded	 its	more	consistent	 implementation.	The	slo-





a	 result	 of	 Yugoslav	 economic	 reform	 in	 1965,	 has	 already	 been	 under-
scored	by	the	Yugoslav	films	of	the	so	called	Black	Wave	movement,	which	
were	censored	and	bunkered	 in	 late	’60s	and	early	’70s.	 It’s	 interesting	 to	
note	how	the	student	demand	for	deepening	socialist	self-management	de-
prived	the	protests	of	their	power	of	opposition,	emptied	out	any	alternative	






At	 that	point,	what	was	 the	relation	between	different	 forms	of	new	cri-




ies—all	pointed	 to	 the	abrogation	of	 the	distinction	between	art	 and	 life.	
Such	activities	emerged	and	developed	quite	 independently	of	each	other,	
though	they	soon	merged	along	a	common	artistic	mentality	based	on	the	






was	 less	 incisive	 than	the	one	 in	Belgrade,	characterized	as	 it	was	by	 two	
opposing	forces,	a	progressive	one	assembled	around	the	philosophy	group	




























































































































































































	Praxis	 and	 a	 more	 conservative-nationalist	 one.	The	 gallery	 was	 run	 by	
Želimir	Koščević,	one	of	 the	 former	Yugoslavia’s	first	curators	 to	work	out-
side	 the	museum,	who	 joined	artists	 in	questioning	 the	 traditional	catego-
ries	and	functions	of	art	 in	gallery	spaces.	In	what	follows	I	will	survey	the	
activities	of	the	gallery	in	order	to	explain	whether	its	exhibitions	influenced	




element	 that	 functioned	 like	a	Happening,	completely	 transformed	the	gal-
lery	space.	OHO’s	esoteric	and	conceptual	artistic	strategies	contributed	to	
the	 paradigmatic	 shifts	 in	 exhibition	 formats.	The	 next	 exhibition	 at	 the	





That	 same	year	 the	gallery	announced	an	open	competition	 for	artists	
working	 in	new	materials,	offering	 the	possibility	 to	engage	with	not	only	
the	gallery’s	interior	but	also	the	open	space	in	front	of	it.	Among	the	artists	
who	responded	were	those	who	went	on	to	become	leading	figures	in	the	





city	 as	 a	 space	 for	 plastic	 happening	 in	 order	 to	 reach	 a	 wider	 social	
dimension.”5	 This	 was	 the	 setting	 for	 the	 first	 big	 portraits	 in	 Braco	
Dimitrijević’s	celebrated Casual Passerby [Slučajni Prolaznik]	series.	
“Suggestion”	was	only	the	beginning	of	a	wave	of	group	exhibitions	that	
took	 place	 in	 urban	 settings.	 In	 the	 same	 year,	 1971,	 the	 Gallery	 of	
Contemporary	Art	in	Zagreb	organised	the	exhibition	“Possibilities	for	1971”	



























































































































































































































cially	 in	Croatia	 	at	 that	 time?	According	 to	one	reading,	“The	critical	work	







7	 Davor	Matičević,	Mogućnosti za 1971,	Gallery	of	Contempo-
rary	Art	Zagreb,	1971














































































































































































































































































These	 figures	 were	 not	 against	 the	 communist	 ideal	 itself.	 Or,	 as	 Sanja	
Iveković	has	 suggested,	“Artists	didn’t	 position	 themselves	as	dissidents.	
Their	 critique	 wasn’t	 a	‘struggle	 against	 dark	 communist	 totalitarianism’;	
they	were	more	 inclined	 to	see	 their	practice	as	 the	critique	of	a	bureau-
cratic	government	that	wanted	to	maintain	the	status	quo	at	all	costs.	One	
can	rightfully	say	 that	 those	who	were	active	 in	 the	counter-cultural	scene	
at	 the	time	took	the	socialist	project	much	more	seriously	 than	the	cynical	
governing	 political	 elite.”10	 One	 could	 also	 draw	 a	 parallel	 between	 the	
aforementioned	 student	 protest	 and	 the	 artistic	 orientation	 described	 by	











art,	 titled	“At	 the	 Moment”.11	 C/D/E	At	 about	 the	 same	 time,	 in	 the	Student	
Cultural	Centre	in	Zagreb,	Trbuljak	presented	a	poster	on	which	was	written	






















































































































































































































































	 	 	 In	Yugoslavia	 in	early	’70s,	 few	artistic	practices	were	political	 in	 the	
strict	sense	of	supporting	the	specific	goals	of	social	activism.	Nevertheless,	
critical	investigations	of	actual	socio-political	phenomena	and	the	social	at-
mosphere	 are	present	 in	 the	works	of	 some	artists.	 Sanja	 Iveković	 intro-
duced	the	female	subject	in	the	socialist	context,	and	confronted	the	ideo-
logical	 apparatus	 in	 the	 context	 of	public	 space.	The	 key	example	 is	 her	
Triangle [Trokut]	 performance.H/I/I/K	 In	 1979,	 the	 artist,	 during	 one	 of	
President	Tito’s	official	visits	to	Zagreb,	simulated	masturbation	on	her	bal-
cony	 as	 the	 presidential	 motorcade	 moved	 down	 the	 street	 below.	 After	
eighteen	 minutes	 a	 policeman	 from	 the	 official	 security	 apparatus	 inter-
rupted	the	performance.	As	an	early	feminist,	the	artist	tests	and	shifts	the	
borders	between	 the	personal	and	 the	public,	 the	erotic	and	 the	 ideologi-







































































































































































































































































































audience	was	really	 limited.”12	The	authorities	 regarded	 the	contemporary	
art	scene	as	marginal	in	relation	to	other	cultural	forms	such	as	film,	litera-




in	alternative	spaces	 to	avoid	 institutional	structures,	 this	major	art	 institu-
tion	contributed	by	documenting	the	events.	It	played	an	active	role	in	form-





not	as	sharply	polarized	 in	Socialist	Yugoslavia	as	 it	was	 in	other	Eastern	
bloc	countries.	Yet	it’s	worth	remembering	that	the	activities	of	the	so	called	
New	Art	Practice	differed	 from	the	 institutional	critique	 then	gaining	 trac-
tion	in	the	West.14	There	is	no	simple	answer	to	the	question	of	whether	the	
ruling	 apparatus	 merely	 tolerated	 these	 sites	 of	 subversion	 or	 accepted	
12	 Sanja	Iveković	in	conversation	with	Antonia	Majača,	 ibid.
13	 The	first	exhibition	was	“The	New	Art	Practice	in	Yugslavia	




























































































































































































































































































	 them	as	zones	of	 freedom.	The	 institutionalized	margins	were	 in	charge	of	
alternative	youth	culture	and	formed	a	platform	for	critical	thinking,	but	they	
can	also	be	seen	as	a	kind	of	ghetto.	What	 is	clear	 is	 that	 the	conceptual	












tices	are	still	not	part	of	 the	official	narratives	of	 local	art	history.	Only	 re-




only	 about	 solving	 the	 acute	 question	 of	 the	 canonization	 of	 Eastern	
European	art	into	a	“universal	system”	of	Western	art,	but	also	about	re-writ-





Political and Artistic Practices,	offering	a	more	political	reading	
of	the	Centre.	The	WHW	collective	from	Zagreb	launched	a	re-


























































































































































































































































































































































































































































































































































   
   
























































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































   
   



































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































Let’s	begin	with	an	action	titled Manifestation of One [Demonstrace jed-











































































































































































































was	an	audience	unprepared	 for	something	 like	 this,	but	one	 interested	 in	
finding	out	what	is	going	on.	And	it	 is	clear	that	Knížák	wanted	to	approach	
such	an	audience,	to	test	 their	reactions	and	at	 the	same	time	test	 limits	of	




place	 in	different	places	around	Prague.	Another	event,	 titled	A Walk in the 
New World. Demonstration for all Senses [Procházka po Novém Světě. 
Demonstrace na všechny smysly, 1964],	was	prepared	for	an	invited	group	of	
friends,	but	anyone	who	happened	to	be	around	could	participate	as	well.B	




tumes,	and	guests	 in	casual	clothes.	They	were	grouped	 into	 two	separate	
crowds,	 the	second	 following	 the	 lead	of	 the	first.	Another	Knížák	project,	
Demonstrace pro J.M.	[Demonstration for J. M.,	1965],	took	place	in	a	similar	
environment.C	The	audience	was	invited	to	perform	simple	tasks	such	as	mov-
ing	objects	on	the	sidewalk	or	destroying	paintings.	The	documentary	photo-




discussion	 I	 succeeded	 in	persuading	 them	 it	would	 take	at	 least	one	
hour	 to	clean	up	all	 that	mess	and	 this	was	 the	guise	under	which	 the	
entire	action	 took	place.	Therefore,	 the	hectic	clearing	become	a	 valid	
and	inseparable	part	of	the	action.3	



























































































































































































































artist	 and	a	photographer	 took	part.	 For	 example,	Mlčoch’s	performance	
Myti [Washing],	which	took	place	in	Prague	on	20	December	1974,	was	de-















































































































































































































































ger	his	audience.	A	more	unpleasant	situation	was	 the	basis	 for	 the	1977	
performance	Night	[Noc]	by	Jan	Mlčoch:	
A	strange	office	 in	a	strange	building.	A	girl	was	brought	 to	 this	office	
who	did	not	know	what	was	going	to	happen.	I	waited	for	her	there	with	
a	tape	recorder,	camera,	and	a	strong	lamp.	After	an	hour	of	questioning	
I	 let	her	go.	She	 left	 the	building	with	 the	other	people	who	were	wait-
ing	outside.8



























































































































































































































bored	 from	 their	passive	position.	We	have	 to	 remember	 that	 this	perfor-
mance	 happened	 in	 1977,	 the	 year	 of	 political	 unrest	 and	 Charta	 77	 in	
Czechoslovakia,	when	police	 interrogation	become	a	part	of	 life	 for	many	
people	 trying	 to	dissent	 from	 the	 totalitarian	 regime.	The	artist	here	also	
reversed	his	usual	position:	He	was	not	 to	be	a	subject	of	watching	and	




mance	Classic Escape [Klasicky unik],	Mlčoch	“threw	out	everyone	present	
from	a	room	of	a	borrowed	flat	into	the	corridor	and	nailed	the	door	down	
from	the	 inside.	With	help	of	a	 rope,	 I	climbed	down	to	 the	courtyard	and	
left.”9	F	The	photo	documentation	 looks	 like	 the	police	 reconstruction	of	a	
crime	scene.	This	 is	a	description	of	another	Mlčoch	work	 titled	There and 







The	photograph	 that	artist	decided	 to	use	as	an	 illustration	of	 this	per-
formance	is	slightly	blurred.	It	shows	a	place	that	looks	like	an	outdoor	café,	













































































































































































ues,	he	goes	 to	a	phone	booth	and	 then	meets	 the	 same	woman	again.	
From	the	attached	police	report	we	know	that	he	had	received	his	passport	
from	a	 friendly	clerk	and	was	checking	some	details	concerning	his	plans	












and	 watching	 are	 emphasized	 by	 different	 symbolic	 or	 even	 aggressive	
scenarios.
11	 These	Secret	Police	photos	were	published	in:	Praha 













































































































































































































































ence	 is	Kovanda’s	19	October	1977	performance	Attempted Acquaintance	 
[Pokus o seznameni],	described	in	the	following	words:	“I	invited	some	friends	
to	watch	me	trying	to	make	friends	with	a	girl.”13	K/L/M	The	group	of	friends	




12	 Jiří Kovanda: Actions & Installations 1975-2006,	JRP	Ringier,	
Tranzit,	Prague	and	Zurich	2006,	p.46.
13	 Ibid.,	p.36.


















































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































One has never seen the world well if he has not dreamed 
what he was seeing.
Gaston	Bachelard,	Poetics of Reverie
On	 June	 2,	 1968,	 a	 ball	 was	 organized	 in	 the	 house	 of	 Anka	
Ptaszkowska	and	Edward	Krasiński	under	the	theme	“Farewell	to	
Spring.”	The	name	alluded	to	the	political	turmoil	that	had	erupted	
in	 Poland	 in	 March	 that	 year.	The	 consequences	 of	 the	 March	
events	were	of	dramatic	proportions	 for	many	Polish	 intelligen-




university	campuses	 in	 the	United	States.	According	 to	Andrzej	
Friszke,	 the	 specificity	 of	 March	’68	 in	 Poland	 consisted	 of	 a	
combination	of	social	revolt	and	an	internal	struggle	for	position	










evening	and	 for	 several	more	days,	 the	streets	of	Warsaw	saw	
battles	 between	 university	 students	 and	 armed	 militia	 forces.	
Students	from	Warsaw	were	joined	in	solidarity	by	students	from	
other	cities:	manifestations	of	dissent	and	student	strikes	 took	
place	 at	 almost	 every	 academic	 institution	 in	 Poland.	The	 stu-
dents’	postulates	were	coherent	within	the	framework	of	an	ide-








paign,	around	15,000	people	 left	 the	country,	 including	scien-
tists,	 artists,	 directors,	 doctors,	 publishers,	 and	 former	 public	
officials.3	According	to	Janusz	Holzer,	March	1968	possessed	dif-
ferent	meanings	for	different	social	groups:	for	“disappointed	re-
1	 A.	Friszke,	Miejsce Marca 1968 wśród polskich miesięcy,	
in	K.	Rokicki,	S.	Stępień	(eds.),	Oblicza Marca	1968,	Warsaw:	
Instytut	Pamięci	Narodowej,	2004,	p.15.
2	 A.	Paczkowski,	Pół wieku dziejów Polski 1939-1989,	
Warsaw:	Wydawnictwo	Naukowe	PWN,	2000,	p.362.
3	 Ibid.,	p.371.





































































































































































numbing	of	society	and	 the	 lack	of	perspectives.	For	 the	“parti-
sans,”	it	was	a	well-organized	provocation	reminiscent	of	a	coup	
d’etat,	 aimed	at	 taking	over	 the	Communist	Party	and	govern-
ment.	For	the	entire	Communist	party,	police,	military,	and	admin-
istrative	 apparatus,	 it	 meant	 the	 termination	 of	 the	 post-1956	
limitations	within	 the	authorities,	 the	validation	 to	use	physical	
force	as	a	form	of	intimidating	and	disciplining	society,	especially	




nified	a	 farewell	 to	 the	 illusions	and	beliefs	 that	some	 form	of	
evolution	and	a	“socialism	with	a	human	face”	were	possible.	
According	to	Anka	Ptaszkowska,	the	Farewell to Spring	ball	or-
ganized	by	 the	 founders	of	 the	Foksal	Gallery	was	planned	 for	
several	dozen	guests—the	most	prominent	Polish	avant-garde	art-
ists	and	critics.	However,	 the	character	of	 the	farewell,	analyzed	
on	 the	basis	of	 the	reminiscences	of	 the	participants	 (including	
Ptaszkowska	and	Natalia	Swolkień)	and	Jacek	M.	Stokłosa’s	pho-
tographic	documentation,	was	closer	 to	 the	Witkacian	“farewell	
to	 autumn”	 than	 to	 the	 nostalgic	 polonaise.5	The	 provocative	
party—in	a	country	engulfed	in	mass	“hate	scenes”	since	March—
was	directed	not	only	at	the	prohibition	of	public	gatherings,	but	
also,	by	means	of	 its	 inadequacy,	at	Polish	martyrology	and	 the	
feeling	of	melancholy.	Perhaps	back	then,	in	June	1968,	people	
were	holding	balls	not	only	in	Zalesie.	But	it	was	this	“farewell	to	





tuted	 the	 target	of	 the	propaganda	attacks	 (and	who,	perhaps,	
contributed	 to	 its	elitist	character),	expressed	criticism	towards	







4	 J.	Holzer,	“Solidarność” 1980-1981. Geneza i historia,	Paris:	
Instytut	Literacki,	1984,	pp.18-19.
5	 Farewell to Spring	seems	to	allude	to	the	title	of	the	
famous	polonaise composed by	M.G.	Ogiński,	entitled	“Farewell	
to	Homeland”.
6	 G.	Harpham,	On the Grotesque: Strategies of Contradiction 
in Art and Literature,	New	Jersey:	Princeton	University	Press,	
1982.








































































































































































geration.	 On	 the	 basis	 of	 participants’	 memories	 and	 photo-
graphic	 material,	 one	 may	 carefully	 state	 that	 The Zalesie Ball	
created	a	two-fold	grotesque	situation	by	deploying	two	similarly	
fictional	 “blueprints”:	 on	 the	 one	 hand,	 a	 painting	 by	 Pieter	




encircling	a	 tree	with	 three	mannequins	sitting	beneath	 it	was	
deformed	 in	 such	a	way	 that,	when	seen	at	 a	certain	angle,	 it	
would	recreate	the	perspective	shortening	effect	implemented	by	
Bruegel.	A	vegetable-filled	cart	visible	 in	 the	photos,	as	well	as	
sausages	hanging	 from	trees	 (as	 recounted	by	participants),	al-
luded	to	the	Schlaraffenland and	related	in	a	perversely	compen-
satory	 way	 to	 the	 gray,	 grim	 reality	 of	 food	 shortages	 in	 the	
Gomulka	era.	It	is	worth	mentioning	that	in	the	1960s,	meat	was	
one	of	the	most	sought-after	and	rationed	goods,	while	the	big-
gest	 criminal	 affair,	 which	 ended	 in	 sentencing	 the	 culprits	 to	





Grotesqueness	 and	 the	 dimension	 of	 impossibility	 were	 also	






an	 “inverse”	 reality	 based	 on	 representation	 and	 repetition.	
Stokłosa’s	photographs	also	documented	the	ball	as	a	reality	that	





7	 Paweł	Polit’s	statement	during	the	discussion	What a Ball 
















































































































































































rienced	 relations	 that	 it	 points	 to	 or	 mirrors.	 Within	 one	 real	
space,	they	juxtapose	several	spaces.8	In	the	case	of	The Zalesie 
Ball,	 the	 attributes	 of	 social	 and	 political	 reality,	 like	 everyday	
shortages	of	goods,	spiraling	propaganda,	mental	subservience,	
and	 the	 lack	of	perspectives,	were	 reversed	 into	a	provocative	
abundance	of	goods,	 freedom,	 joy,	and	“lightness	of	being”	 for	
the	participants.	The	space	of	 the	ball	was	delimited	but	simul-








sphere	 in	 the	 context	 of	 Polish	 existence	 under	 Communism.	
After	1945,	these	spaces	functioned	on	the	essentially	unidenti-
fied	or	even	fictional	level.	The	ten-person	private	meeting	in	an	
artist’s	apartment	 (the	first	 reception	of	 the	 international	artistic	
network	“NET”	in	Jarosław	Kozłowski‘s	house	in	1971)	could	be	
treated	 as	 a	 gesture	 dangerously	 interfering	 with	 the	 public	
sphere—completely	appropriated	by	 ideology—and	brutally	dis-




not	 appear	 in	 a	 totalitarian	 state	filling	 the	“empty	 space”	 that	
supports	democracy.	In	a	totalitarian	or	authoritarian	state,	there	
was	no	room	for	questioning	such	constructs	as	“unity”	or	“soci-
ety”	 in	 places	 that	 were	 usually	 associated	 with	 public	 space.	
Thus,	perhaps,	 the	questioning	moved	 to	spaces	 that	could	be	













































































































































































artistic	space	within	which	 the	experience	of	 freedom	 is	possi-
ble	as	well	as	the	gallery’s	interest	in	its	own	condition	(the	the-
ory	of	PLACE).	Pursuing	this	idea,	I	would	like	to	strengthen	the	
claims	 made	 by	 critics	 as	 well	 as	 propose	 a	 slightly	 differing	
reading	of	The Zalesie Ball.	In	Farewell to Spring	one	may	notice	
not	only	a	 reaction,	but	also,	and	perhaps	most	 importantly,	 the	




According	 to	Jean	Laplanche	and	Jean	B.	Pontalis,	 trauma	 is	
“an	event	in	the	subject’s	life	defined	by	its	intensity,	by	the	sub-
ject’s	incapacity	to	respond	adequately	to	it,	and	by	the	upheaval	
and	 long-lasting	 effects	 that	 it	 brings	 about	 in	 the	 psychical	
organization.”10	The	essence	of	 trauma	 is	 that	 it	always	occurs	
too	 early,	 while	 understanding	 of	 it	 always	 occurs	 too	 late.11	
According	to	Cathy	Caruth,	the	category	of	trauma	as	described	
by	Sigmund	Freud,	Pierre	Janet,	or	 Jacques	Lacan	confronts	us	
not	 only	 with	 a	 simple	 pathology	 but	 also	 with	 a	 fundamental	
enigma	concerning	 the	psyche’s	 relation	with	 reality.	As	Caruth	
suggests	writes:	“In	its	general	definition,	trauma	is	described	as	
the	response	 to	an	unexpected	or	overwhelmingly	violent	event	
or	events	 that	are	not	 fully	grasped	when	they	occur,	but	 return	





relation:	 it	cannot	be	experienced	consciously;	 it	 is	always	 rec-
ognized	by	consciousness	too	late,	and	therefore	becomes	an	el-
ement	 that	can	never	become	fully	 integrated	 into	 the	symbolic	
order.	Further	on	that	subject	Agata	Bielik-Robson	observes		“the	
human	ego	exists	 in	a	state	of	desynchronization,	 in	 the	eternal	
condition	 of	 retardation,	 where	 nothing	 happens	‘on	 time’	 [...]	





ing out.	 Meanwhile,	 the	 process	 of	 working through	 (Durch-
9	 Farewell to Spring: Anka Ptaszkowska in Conversation with 
Joanna Mytkowska and Andrzej Przywara,	in	Edward Krasiński: Les 
Mises en Scene,	Sabine	Breitwieser	(ed.),	Cologne:	Walther	König,	
2007,	p.104.




12	 C.	Caruth,	Unclaimed Experience: Trauma, Narrative and 
History,	Baltimore	and	London:	Johns	Hopkins	University	↗

































































































































































arbeitung),	although	never	 fully	 liberated	 from	past	events,	pro-
vides	the	possibility	to	obtain	a	critical	distance	in	relation	to	the	
past—a	distance	 that	creates	a	place	 for	 the	differentiation	be-












ing	 post-traumatic	 symptoms:	 taming	 rather	 than	 leveling	 the	
traumatic	event’s	effects.14	In	the	context	of	The Zalesie Ball,	it’s	
important	 to	note	 that	LaCapra	claims	 that	working	 through	 (in	
close	relation	with	acting	out)	may	be	achieved	both	through	clin-
ical	 therapy	and	 through	critical	 reflexion,	narration,	witnessing,	
acting,	or	games	and	play,	all	of	which	may	possess	elements	of	




made	up	of	 the	repetition	and	 the	subsequent	 reenacting/play-





sess	elements	of	 repetition	 (in	 literal	 reenactment	and	 in	sym-
bolic	 repetition)	and	a	critical	distance	enabling	 the	 integration	





Games	or	merrymaking	as	a	 form	of	 reaction	 to	 the	extreme	
experience	of	 fear	and	humiliation	had	 its	precedent	 in	earlier	
1960s	Polish	history—here	I	am	referring	to	the	“Hangman’s	Ball”	


















































































































































































was	 ironically	seen	as	a	“farewell	 to	 the	party.”	The Zalesie Ball	
is	also	reminiscent	of	another	ball—the	 frenetic	party	balancing	
on	 the	borderline	between	working-through	and	repetition	of	a	
threatening	situation	as	well	 as	 	 feeling	of	guilt	 and	shame	 in	
Jerzy	Skolimowski’s	film	Hands Up	[Ręce do góry],	made	in	1967	
but	suppressed	by	the	censors	for	another	fourteen	years.17	The	





Zalesie Ball	 not	only	was	play,	but	also,	 in	a	manner	 similar	 to	
Skolimowski’s	 mise	 en	 scene,	 used	 play	 as	 a	 way	 of	 working	
through	the	traumatic	events	of	the	recent	past,	creating	a	real-
ity	bordering	with	dreams.	But	 it	was	not	a	pleasant	dream.	The	





often	understood	as	an	arena	 for	 fulfilled	desires.	 In	 this	 inter-
pretation,	the	dream	itself	causes	us	to	dream	on.	It	is,	however,	
difficult	 to	 claim	 that	 in	 the	 case	 of	 The Zalesie Ball	 the	 per-
versely	compensatory	decoration	brimming	with	consumerist	ex-






following	Lacan.19	 In	 reference	 to	 this	question,	 the	ball’s	oniri-
cal	character	could	be	interpreted	not	as	the	denial	of	knowledge	





















































































































































































cept	Weronika	Szczawińska’s	 interpretation	of	The Zalesie Ball,	
who	 claims	 in	 her	 otherwise	 intriguing	 interpretation	 that	 the	
event	did	not	have	any	subversive	consequences	and	that	 it	can	
even	“be	seen	as	an	omen	of	 things	 to	come—the	great	 social	
sadness,	deletion,	amnesia,	a	broken	alliance	with	social	reality.”20	
I	claim	that	 this	 issue	necessitates	not	only	 in-depth	archival	 re-
search,	but	also	the	construction	of	a	hitherto	lacking	framework	
that	would	allow	for	 the	discovery	of	critical	 threads	 in	art	 from	











rect	criticism	of	 the	authorities.21	A	 text	published	 in	December	
1968—‘What	Don’t	We	Like	About	Galeria	Foksal?’ [Co nam się 






Winter Assembly [Asamblaż zimowy],	which	began	in	early	1969.	
The	 project	 (which	 included	 Jerzy	 Bereś,	 Zbigniew	 Gostomski,	
Tadeusz	 Kantor,	 Edward	 Krasiński,	 Maria	 Stangret,	 and	 gallery	
critics)	was	planned	as	a	series	of	actions	without	a	clear	begin-
ning	or	end;	without	an	aim,	 form	or	structure;	and	were	devel-
oped	over	 time	and	partly	 set	 in	municipal	 spaces	outside	 the	
safety	of	the	gallery.	Another	Foksal	Gallery	project,	which	can	be	
considered	a	breakthrough	not	only	 in	 the	gallery’s	 functioning	
but	also	 in	 the	Polish	art	system’s	 late-‘60s	status	quo,	 took	the	
form	of	artistic	actions	headed	by	gallery	critics	Druga	Grupa	and	
Tadeusz	Kantor‘s	 students	 (Tomasz	Wawak,	Mieczysław	Dymny,	
Stanisław	 Szczepański)	 during	 the	 Złote Grono	 Symposium	 in	
Zielona	 Góra	 in	 1969.	These	 were	 We’re not sleeping [My nie 





Res Publica Nowa 3,	2008,	p.102.
21	 P.	Piotrowski,	Znaczenia modernizmu. W stronę historii sztuki 
w Polsce po 1945 roku	[Meanings	of	Modernism.	Towards	the	
History	of	Art	in	Poland	after	1945]	Poznań:	Rebis,	1999,	p.125.





































































































































































the	 illusion	 upheld	 by	 artistic	 circles	 concerning	 their	 political	
neutrality.	Similarly,	the	Permanent	Jury,	which “assessed”	actions	
by	both	the	students	and	Druga	Grupa	(which	carried	out	a	sys-




ening”	may	be	attributed	to	The New Foksal Gallery Regulations 










Remember	 that	 the	 characters	 in	 the	 aforementioned	
Skolimowski	 film	 work	 through	 two	 overlapping	 events	 from	
their	 traumatic	 past—Stalinism	 and	 the	 Holocaust.	 Guilt	 and	
shame	seem	an	 inheritance	that	 the	film’s	 four	 friends	attempt	
to	face	by	going	on	a	looped	journey	in	an	animal	carriage	and	
participating	 in	exorcisms	of	 truth.	Similarly,	 in	 the	case	of	The 
Zalesie Ball	there	is	a	second,	more	enigmatic	reference	“event”	
(separate	 from	the	protests	of	March).	 It	 is	Socialist	 realism	or	
the	 heritage	 of	 Socialist	 realism	 in	 art:	 the	“non-engagement	
idiom”	 in	which	 the	 threat	of	an	 ideological	 instrumentalization	
of	art	bred	 the	unwillingness	 to	 include	art	 in	 the	political	and	
social	 transformation	process.	The	Zalesie	partygoers	 repeated	
and	worked	through	their	helplessness	as	well	as	the	complete	
defenselessness	of	 the	autonomic	art	 idiom	 in	which	 they	had	
actively	 participated	 since	 1956.	 In	 Znaczenia modernizmu	
[Meanings of Modernism],	Piotr	Piotrowski	points	to	the	two-fold	
character	of	 the	category	of	artistic	autonomy—a	central	cate-




by	not	 referring	 to	social	 reality	 in	his	art	he	paradoxically	sig-
naled	his	will	to	maintain	the	freedom	if	not	of	art	itself	then	at	
least	within	art.	Following	Piotrowski	and	Andrzej	Turowski,	one	









































































































































































unfavorable	 political	 circumstances,	 were	 all	 part	 of	 Gallery	
Foksal’s	specific	Weltanschauung between	 its	creation	 in	 June	
1966	 and	 March	 1968.	 As	 Piotrowski	 writes,	“If	 the	 [Foksal]	





the	protests	 in	 the	 following	days.	One	must,	 however,	notice	
that	apart	from	“persisting,”	the	Foksal	Gallery	milieu	did	not	de-
cide	to	perform	any	autonomic	artistic	gesture.	I	would	interpret	
this	numbness	as	an	effect	of	 the	excessive	violence	 that	 the	
artists	observed	during	 the	March	events.	 It	 is	worth	mention-
ing	here	that	any	direct	reference	to	the	brutally	pacified	student	
protests	 or	 aggressive	 anti-Semitic	 propaganda	 could	 lead	 to	
the	closing	of	any	given	gallery,	especially	a	vulnerable	one	like	
the	 Foksal	 Gallery,	 which	 existed	 under	 the	 aegis	 of	 the	
Państwowe	Przedsiębiorstwo	Pracownie	Sztuk	Plastycznych.24	








The	phenomenon	of	numbness	 in	 the	 face	of	violent	experi-




tices,	 the	question	“Why	disrupt	our	daily	 routines	 for	 the	sake	
of	others?”	disrupts	 faith	 in	 the	community,	 in	common	values,	
and,	 I	would	add,	 in	art	as	a	universe	of	 values.25	Even	 if	 the	
artists’	only	recourse	was	the	secure	storage	of	such	cherished	
values	as	autonomy	(if	not	 in	art,	 then	of	art),	paradoxically	 the	
lack	of	any	commentary	on	 the	Warsaw	street	 riots	uncovered	




























































































































































































social	 agreement	 between	 artistic	 circles	 and	 the	 authorities.	
Friszke	notices	 that	attitudes	vis-a-vis	 the	People’s	Republic	of	





tional	 stance—with	 all	 these	 standpoints	often	 connected.	The	
transgressive	slogans	chanted	by	the	protesting	Parisian	students	
of	1968—“Power	 to	 the	 imagination!”	and	“Let’s	be	realists,	de-
mand	 the	 impossible”—may	well	have	been	close	 to	 the	hearts	
of	the	Zalesie	partygoers.	But	in	relation	to	March	1968	in	Poland,	
imagination	was	futile;	the	facts	went	beyond	its	ability	to	repre-
sent.	 As	 LaCapra	 writes	 on	 the	 relation	 between	 trauma	 and	
imagination:	
Indeed,	when	 things	of	an	unimaginable	magnitude	actually	









26	 A.	Friszke,	Przystosowanie i opór,	 in	T.	Szarota	(ed.), Komu-
nizm. Ideologia, system, ludzie,	Warszawa:	Neriton,	Instytut	His-
torii	Sztuki	PAN,	2001.
27	 Ibid.




25	 C.	J.	Dean,	The Fragility of Empathy After the Holocaust,	Ithaca,	
New	York	and	London:	Cornell	University	Press,	2004,	p.5.	










































































































































































spired	 Paweł	 Polit’s	 paradoxical	 attempt	 to	 re-create	 it	 at	 the	
Center	 for	Contemporary	Art	Ujazdowski	Castle	 in	2006.29	The	
idea	of	this	event,	which	returned	from	the	past	but	which	at	the	
same	 time	 determined	 the	 present,	 was	 proposed	 by	 Andrzej	
Przywara	and	Paweł	Polit.	Similar	 to	The Zalesie Ball	 itself,	 the	
reality	 of	 the	 reconstruction—based	 on	 traces,	 fragments,	 torn	
narratives,	 random	 meetings,	 and	 happy	 coincidences—under-
mined	 the	clearly	defined	“here”	and	“now,”	“there”	and	“then,”	
thus	creating	a	 time	and	space	 for	 reverie.	A	 reverie	which,	as	









30	 G.	Bachelard,	Poetics of Reverie,	Boston:	Beacon	Press,	
1971, p.173.



























































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































notation	 of	 the	 ball,	 but	 it	 is	 perhaps	 worth	 taking	 a	 closer	
look	 at	 this.	 Whoever	 is	 from	 a	 classless	 society,	 raise	 your	
hands…	Maybe	a	ball	entitled	Farewell to Spring,	 right	after	
March	1968,	was	a	show	of	audacity	on	our	part?	
Piotr	Piotrowski:	My	comments	will	concern	the	ball	and	its	inter-
pretation,	and	 the	year	1968	 itself.	Reacting	 to	psychological	
trauma	in	difficult	times	is	nothing	new	in	the	history	of	culture,	
it	appeared	already	 in	ancient	 times,	 it	 takes	place	 today	and	
will	probably	always	exist.	One	way	is	to	organize	balls,	or	more	
generally	 -	 to	have	 fun.	But	 it	 rarely	happens	 that	 this	 type	of	




that	 it	was	a	 form	of	escapism	rather	 than	a	 form	of	engage-
ment	or	comment	vis-à-vis	the	political	situation.	
Concerning	the	year	1968...	Poland	is	perhaps	the	only	coun-







of	 this	conference	can	 tell	 you	a	 lot	about	how	 it	 looked	 in	
Czechoslovakia.	The	Hungarian	artistic	reaction	to	1968	was	
also	 very	 interesting	 and	 intense.	Many	 artists	 commented	
the	events	of	Prague	Spring:	Szentjoby,	Lakner,	Pauer.	So,	 if	
the	main	artistic	manifestation	of	Polish	culture	 in	 the	con-




interpretation,	 it	 is	not	even	an	 interpretation.	These	are	sim-








































































































































































































of	 more	 than	 three	 people,	 then	 holding	 a	 ball	 for	 several	
dozen	people	 is	audacious.	The	ball	was	also	audacious	with	
regard	 to	 the	 atmosphere	 of	 mourning	 among	 the	 correctly	
thinking,	 patriotic	 part	 of	 society.	 You	 are	 talking	 about	 art	
which	would	constitute	a	commentary	on	history,	political	his-
tory.	 And	 we	 were	 not	 interested	 in	 commentary,	 we	 were	
interested	 in	 reality:	 acting	 within	 reality,	 and	 not	 just	 com-
menting	on	 it.	We	 left	 that	 to	art	historians.	And	we	weren’t	
disappointed.	
















pletely	different	 to	 the	ball	 -	 it	was	 located	 in	a	public	space	




Anka	Ptaszkowska:	 I	would	 just	 like	 to	 repeat	after	you,	Piotr,	
that	The Zalesie Ball	was	the	only	ball	in	the	context	of	social-
ist	 countries	 in	 1968.	 I	 would	 prefer	 that	 you	 yourselves	
judge	whether	 it	was	an	escapist	activity,	or	 if	 it	was	more	
engaged	-	I	am	not	going	to	hand	out	keys	or	pick	locks.	At	
the	 time,	nobody	 thought	about	 today’s	“historical”	analysis	
of	that	event,	nor	–	once	again	following	your	thought,	Piotr	
–	 did	 anyone	 consider	 it	 a	 work	 of	 art.	 However,	 in	 2006	






organized	the	Panoramic Sea Happening [Panoramiczny happen-
ing morski].	(Ed.)







































































































































































































torical	 interest,	or	 to	 learn	something	about	 such	sociable	
events	 today?	 What	 did	 you	 try	 to	 achieve	 through	 that	
reconstruction?	
Paweł	Polit:	 I	wanted	 to	document	a	unique	event.	 I	was	 fasci-
nated	 with	 the	 fact	 that	 Anka	 focused	 on	 situationism	 and	
anarchism.	It	was	a	type	of	abstraction,	while	at	the	same	time	

















to	exhibit,	so	 they	started	 to	meet	 in	 the	only	section	of	 the	







derived	 from	 celebrations,	 weddings,	 etc.	 Alcohol	 was	 also	
important	there	as	a	part	of	expressing	festivity.	But	it	was	not	
a	 	 reaction	 to	 the	political	situation	of	 that	 time.	What	 is	also	
important	for	Mlynárčik		and	other	artists	of	that	time	was	the	
idea	 	 of	 pushing	 the	 boundaries	 of	 art.	The	 key	 element	 of	





Magda	Raczyńska:	To	me,	 the	question	of	 the	 reality	 regarding	
contemporary	narratives,	 the	contemporary	 look	at	what	hap-
pened	 in	1968,	seems	constructive	and	 interesting.	How	do	
2	 See	Alex	Mlynárčik’s	actions	Eva’s Wedding [Evina Svadba]	
in	Żilina	(1972)	and	 If All the Trains in the World/Day of Joy 
[Keby všetky vlaky sveta/Deň radosti]	 in	Zakamenne,	
Orava	(1971).	[Ed.]	












































































































































































































Joanna	Mytkowska:	 It	 is	 indeed	 interesting	why	some	narratives	
of	1968	return,	while	others	don’t,	or	haven’t	yet.	The	immense	
interest	in	this	period	is	obvious.	It	seems	to	me	that	the	recon-
struction	of	 the	ball	 resulted	 in	part	 from	Paweł	Polit’s	 inter-
ests,	 and	 in	 part	 from	 the	 interests	 of	 artists.	 So	 it	 involves	
some	sort	of	phenomenon	of	participation.	This	type	of	partic-
ipation	surely	interested	-	it	may	still	interest	-	Paweł	Althamer.	
I	see	 the	 interest	 in	 this	period	of	history	 residing	 in	 the	 fact	






























































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































Joanna	Mytkowska:	 I	would	 like	 to	propose	a	discussion	of	 the	
[S]election.pl [Wybory.pl]	project	that	was	organized	as	part	of	
a	series	of	exhibitions	entitled “At	the	Very	Centre	of	Attention”	
[W samym centrum uwagi]	at	the	Centre	for	Contemporary	Art	
at	Ujazdowski	Castle	in	Warsaw	in	2005.1	I	would	like	to	treat	
it	as	an	example	of	a	project	that	expands	and	complicates	the	
notion	 of	 participation.	 [S]election.pl	 was	 initiated	 by	 Paweł	
Althamer	and	Artur	Żmijewski.	When	 invited	 to	present	 their	
work	as	part	of	an	effort	aimed	at	recapping	the	successes	of	
Polish	art	 at	 the	 turn	of	 the	century,	 the	artists	proposed	 to	
return	 to	 their	university	experience.	They	had	studied	at	 the	
atelier	of	Grzegorz	Kowalski	at	 the	Warsaw	Academy	of	Fine	
Arts,	where	they	were	a	part	of	a	closed	group	of	experiment-
ers.	They	 were	 particularly	 interested	 repeating	 an	 exercise	
from	the	academy	called	Common Space, Private Space	[Obszar 
wspólny, obszar własny]	which	is	based	on	a	dialogue	carried	
out	 by	 means	 of	 a	 visual	 language,	 and	 on	 confronting	 the	
work	of	an	 individual	artist	with	 the	evaluation	and	 interven-
tions	 of	 the	 group.	 As	 a	 result,	 the	 students	 from	 Grzegorz	
Kowalski’s	 atelier	 were	 invited	 to	 participate,	 as	 was	 the	
professor.	
Initially,	 the	project	was	 intended	 to	be	a	 repetition	of	an	old	
exercise,	the	results	of	which	would	be	presented	to	the	view-
ers.	Together	with	Professor	Kowalski,	artists	worked	 in	sepa-










the	game	played	with	 the	 viewer	was	neither	 systematic	nor	




duced	 to	 the	project	by	 the	participating	artists,	 tested	quite	
well	 in	 the	 situation.	These	were,	 for	 example,	 the	Nowolipie	
group	created	by	Paweł	Althamer,	school	children,	or	prostitutes	
hired	by	Jacek	Markiewicz.2	A	random	viewer,	however,	although	























































































































































































































































Gomulicki).	See:	At the Very Centre of Attention. Part 1. 
Punishment and Crime; [S]election.pl; Common Space, Private 
Space. Kowalski’s Workshop 1989-1994	[W samym centrum 
uwagi. Część 1. Katarzyna Kozyra, Kara i Zbrodnia; Wybory.pl; 















in	 Poland	 in	 2005	 that	 revealed	 a	 particularly	 acute	 conflict	
between	 the	supporters	of	 transformation	and	 the	 traditional	
part	of	the	society.	Populism	entered	the	public	debate,	leading	
to	 less-than-polite	 attempts	 at	 discrediting	 candidates	 from	
opposing	camps	that	drew	on	the	atavistic	Polish	fears	(such	as	



























































































































































































































the	 chaos	 of	 different	 activities	 and	 reasons,	 caused	 a	 crisis	
among	the	participants.	 It	proposed	questions	about	the	limits	














Artur	 Żmijewski:	 Indeed,	 it	 was	 best	 to	 be	 a	 participant.	 We	
announced	 it	numerous	 times.	By	 taking	 the	door	out	of	 the	



















ists’	 success	but	 to	partake	 in	a	 stimulated	social	discussion	



































































































































































































































instrument.	The	point	of	 reference	and,	 therefore,	 the	content	
of	 the	project,	was	a	heated	public	debate	soiled	with	popu-
lism.	We	can	also	think	of	a	different	context,	namely	that	of	a	
popular	 culture	 in	 which	 a	 certain	 caricature	 of	 the	 idea	 of	






















ing	 masses.”	 Participation,	 therefore,	 was	 a	 sprout	 of	
democracy—hence	an	ideological	threat	to	the	regime.	
Under	 the	circumstances	of	 regained	 independence,	partici-
pation	can	be	an	area	of	abuse.	The	aggressive	power	of	mar-
keting	and	commercialization	pushes	any	pro-public	endeavor	
onto	 the	margins.	Public	space	 is	dominated	by	 the	sell/buy	
formula.	There	is	no	agora	for	people	to	exchange	opinions,	no	


































































































































































































































tion	and	what	 is	happening	 today.	 Is	 reaching	 the	secondary	
audience	 in	such	a	case	as	 [S]election.pl,	 the	only	goal	of	an	
artistic	 institution,	a	museum,	or	a	gallery?	All	of	a	sudden,	 it	
turns	out	 that	 the	quality	of	an	artistic	project	 is	evaluated	on	
the	 basis	 of	 whether	 this	 product,	 namely	 the	 exhibition,	 is	
comprehensible	and	communicative	 to	a	 large	audience.	Thus	
we	are	applying	the	concept	of	participation	 just	as	we	would	




How	did	 I	 receive	 this	exhibition?	 I	was	not	a	participant	but	
the	project	made	a	huge	impression	on	me.	On	the	one	hand,	




inability	 to	 understand	what	 it	was,	 	 proved	 to	be	 the	most	
interesting	 thing	of	all.	 I	 found	myself	 in	a	situation	 in	which	
nobody	tried	to	explain	anything	to	me,	nobody	expected	me	
to	 understand	 and	 translate	 presented	 images	 into	 specific	
notions.	 It	was	a	brave	undertaking,	and,	at	 the	same	time,	a	
rare	example	of	a	peculiar	 type	of	practice	 in	mainstream	art	
institutions,	 which	 tend	 to	 tame	 radicalism	 and	 go	 for	 big	
shows	for	mass	audiences.	 I	am	sure	the	Museum	of	Modern	
Art	 will	 also	 face	 this	 dilemma	 in	 the	 future.	 An	 interesting	
question	thus	appears:	how	can	such	provocative	projects	be	
realized	in	the	future?	





sensitive	 issues	and	 then	accepting	 the	responsibility	 for	 the	
consequences	 of	 such	 a	 stance	 is	 one	 way	 of	 evoking	 true	
participation.	
In	 terms	 of	 [S]election.pl,	 however,	 the	 participation	 so	
designed	 was	 possible	 because	 the	 institution,	 namely	 the	
Center	 for	 Contemporary	 Art,	 resisted	 the	 artists.	 When	 the	
institution	 ceases	 to	 resist	 and	 lets	 artists	 do	 anything,	 this	
































































































































































































































viewers	coming	 to	Tate	Modern	with	 their	kids;	she	 therefore	
proposed	a	different	approach,	one	of	“accessibility.”	It	means	





















Anka	Ptaszkowska:	 I	want	 to	ask	whether	 it	 is	possible	 to	go	
beyond	 the	 formalism,	 this	 political	 verbalism,	 just	 as	 you	
have	gone	beyond	artistic	verbalism	or	formalism.	I	would	like	
to	 refer	 to	 the	 1960’s.	 I	 feel	 I	 have	 the	 duty	 to	 recall	 the	
embarrassment	at	the	idea	of	participation	which	we	experi-
enced	at	Foksal	Gallery,	 for	example.	Let	me	recall	Kantor’s	
happenings,	 which	 were	 seemingly	 an	 opening	 up	 to	 the	
audience	and	public	space.	At	one	point,	however,	we	became	
aware	of	the	fact	that	Kantor	sees	this	opening	up	purely	for-
mally,	 that	 it	 is	easy	and	purely	mechanical.	When	he	came	
to	this	conclusion,	he	wrote	“The	end	to	the	so	called	partic-
ipation”	on	the	wall	of	the	gallery,	just	before	his	Rembrandt’s 



































































































































































































































haps	 the	 most	 subversive	 artist	 of	 that	 time.	 His	 Syncretic 
Show	[Pokaz synkretyczny]	at	Foksal	Gallery	in	1966	was	about	
the	reversal	of	 roles	and	was	done	 in	an	extremely	malicious	
manner.	The	 viewer	 was	 watched	 by	 the	 artist,	 was	 blinded	
and	 made	 feel	 uneasy	 as	 a	 result	 of	 losing	 a	 safe	 distance	
from	the	work	of	art.	This	was	an	obvious	act	of	disbelief	 in	
participation.	
Only	once	did	Foksal	Gallery	 let	 itself	 forget	about	 the	 issue	
of	quality	and	evaluation	by	 trying	 to	open	up	 to	anarchistic	
participation	that	undermined	the	status	of	a	work	of	art.	This	









in	 a	 very	 informal,	 diverse,	 and	unpredictable	manner?	Can	
you	defend	this	program	of	changing	the	world	against	parti-




tinct	 and	 very	 audible	postulates	of	 change,	 such	as	 in	 our	
attitude	 towards	animals.	We	 formulated	very	ethically	deep	
but	simultaneously	extremely	unethical	statements	about	ani-
mal	 rights.	 She	 did	 so	 in	 the	 public	 sphere.	 Requesting	 a	
response	to	such	a	postulate	and	demanding	to	be	heard	is	a	
political	activity,	a	political	act.	This	strategy	was	also	used	by	
Monika	Zielińska,	 for	example,	who	 is	very	deeply	 involved	 in	
the	 feminist	movement.	She	contributed	 to	 the	manifestation	
and	presence	of	feminist	views	in	the	public	sphere.	Katarzyna	
Górna	is	another	artist	presenting	her	position	in	the	feminist	
debate.	 Jacek	 Markiewicz,	 a	 more	 controversial	 figure,	 was	
more	 into	 postulating	 increased	 liberalization	 of	 lifestyles.	














Rozmowy z artystami [Trembling	Bodies:	Conversations	With	Art-
ists],	2nd	ed.,	Warsaw	2008,	p.50.	Jacek	Adamas	previously	↗















































































































































































































































peration.	 Joanna	confirmed	this	when	she	spoke	of	 the	 insti-
tutions	 that	 resisted.	 An	 institution	 that	 allows	 everything,	
where	 everything	 is	 allowed,	 makes	 no	 sense.	 Or	 at	 least	
opposing	it	is	not	possible.	 	
Piotr	Piotrowski:	What	Anka	has	just	said	is	very	interesting.	I	beg	









Duchamp	sent	his	urinal	 and	was	 rejected	was	 it	 revealed	








to	transfrom	New	York	into	a City of Escape”],	Artium 
Quaestiones,	No.	XIX,	Poznań,	2008,	pp.243-280.
used	the	capital	letter	A	at	the	exhibition	[S]election.pl.


























































































































































































































hand	we	say	 that	 freedom	 is	something	constitutional	 to	art.	
On	the	other,	however,	we	all	have	our	beliefs	and	convictions.	
When	 it	 comes	 to	politics,	 our	 convictions	 are	more	or	 less	
similar.	But	what	Anka	was	 talking	about,	 to	my	mind,	 is	 that	
we	also	have	our	own	beliefs,	whereas	opening	up	 to	politi-
cality	 is	opening	up,	 in	 the	words	of	Chantal	Mouffe,	 to	con-
flict	and	dispute.	 Is	such	an	opening-up	possible?	This	 is	 the	




to	see	 the	goal.	 It	cannot	be	a	conflict	 for	conflict’s	sake.	 In	
the	case	of	the	poster	of	Tusk,	there	was	no	goal.	The	goal	was	
not	 formulated.	A	quote	was	 introduced	 that	bore	no	conse-
quences	apart	from	causing	a	brawl.	
Artur	 Żmijewski:	 I	 was	 thinking	 about	 this	 poster.	 A	 prohibited	









projects	 represent	 his	 hard-line	 opinion	 on	 how	 capitalism	
should	 treat	people?	This	 is	what	 I	find	missing.	 I	want	 the	art	
scene	to	be	an	equivalent	of	the	ideological	landscape	that	we	
have	 in	politics.	 If	art	 is	seen	as	social	criticism	then	this	criti-
cism	is	most	often	associated	with	a	leftist	position.	What	is	crit-
icized	 is	how	western	 society	 and	western	democracies	 treat	
migrants,	 different	 nationalities,	 other	 religions.	This	 is	 also	 a	




access	 to	 this	discussion.	Paradoxically,	 there	 is	no	conflict	 in	
art—instead	we	have	statements	and	noble	manifestos	of	good-
ness,	 kind	help,	 and	care.	Art	has	become	overly	 ethical.	The	




































































































































































































































that	 is	why	people	want	 to	see	them.	Nobody	wants	 to	read	a	
psychology	 textbook	 even	 though	 it	 offers	 a	 much	 deeper	
description	of	 the	things	we	talk	about.	Why	 is	 it	 that	projects	




















Kozyra	 does,	 for	 example—is	 already	 measurable.	The	 very	
ability	to	 introduce	a	new	issue	into	the	public	discourse	is	a	
political	 ability—take	 the	 example	 of	 Rancière.	 And	 now	 a	
question	about	control:	is	an	artist	able	to	exert	control	over	a	
conflict	which	the	work	has	already	broken	out	into	the	public	
domain?	 Is	 it	 not	 enough	 for	 the	 artist	 to	 appreciate	 the	
moment	of	the	opening	of	this	conflict?	Is	this	control	needed?	
If	so,	for	what?	




































































































































































































































not	 only	 in	 the	 field	 of	 art.	The	 artist-gallery	 relationship	 is	
based	on	the	gallery	supporting	the	artist	and	participating	in	
the	conflict	 in	which	 the	artist	 is	 involved.	So	whenever	 it	 is	
the	public,	 the	media,	or	 the	addressee	of	 the	artistic	postu-













human	environment,	and	giving	people	certain	 tools	 so	 that	
they	 can	 bring	 back	 dignity	 to	 their	 lives.	 So,	 I	 want	 to	 ask	







my	 use	 of	 the	 word	 dignity in	 my	 previous	 comment.	 In	 his	
work,	Artur	enters	the	sphere	of	human	dignity.	For	me,	how-
ever,	 it	 is	 the	goal	 that	 is	 important,	 the	objective,	 the	 inten-
tion.	The	generally	superior	objective	 is	cognition,	or	 to know	
in	 the	 broadest	 sense	 of	 the	 word.	 It	 is	 not	 about	 attaining	
some	kind	of	a	direct	result,	some	“product	of	 the	exhibition”	
(as	 has	 been	 suggested	 here).	 It	 is	 not	 the	 product	 that	 is	
important	but	awareness.	Nothing	more	 than	“I	know”	or	“we	
have	done	something	together	and	we	know,”	and	that’s	all.	
Karol	Sienkiewicz:	 I	would	 like	 to	draw	your	attention	 to	a	very	
important	difference	between	 [S]election.pl	 and	 the	exercise	




Weekend at the Museum	on	25	November	2007.
































































































































































































































cess	 itself	 takes	 place	 in	 a	 laboratory-like	 condition	 and	 its	
objectives	are	mostly	didactic.	It	is	about	leaving	room	for	oth-
ers	 to	 express	 themselves,	 so	 that	 they	 could	 have	 some	










Hansen’s	 type	 of	 participation,	 mentioned	 by	 Grzegorz,	 was	
something	different.	In	this	case	the	split	into	primary and	sec-






many	of	Hansen’s	students,	1968,	 just	 like	1970,	was	a	 time	
of	great	disappointment	at	 the	macro	scale.	 It	was	after	all	 in	
1970	that	Grzegorz	Kowalski	decided	to	end	his	collaboration	
with	Hansen	and	quit	working	on	the	Continuous	Linear	System.	
The	changes	of	 those	 times,	however,	were	 the	experience	of	
that	generation,	and	were	not	 so	much	about	giving	 faith	as	
they	were	about	causing	doubt.	Hansen’s	students	created	the	























Grzegorz	Kowalski:	For	me	personally,	 this	 is	a	marking	 line.	 In	
1968	I	lost	any	faith	I	had	left	in	the	possibility	of	doing	any-
























































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































Warsaw.	The	event’s	opening	and	closing	dates	do	not	fit	 the	 time	 frame-
work—1968-1989—defined	 in	 the	 title	of	 this	 seminar	 at	 the	Museum	of	
Modern	Art,	and	yet	Szeemann’s	exhibition	and	its	reception	are	symptom-
atic	of	the	political	and	cultural	changes	that	took	place	in	one	of	the	coun-
tries	 that	 emerged	 from	behind	 the	 Iron	Curtain	after	1989.	Few	people	
remember	the	exhibition’s	correct	title.	It	usually	functions	in	the	collective	




bition	 a	 title	 that	 doubled	 as	 a	 warning:	 “Beware	 of	 Exiting	 Your	 Own	

















rather	 than	 the	ambitious	 ideas	of	conceptual	art.	Following	 that	experi-
ence,	 Szeemann	 left	 Kunsthalle	 Bern	 and	 became	 an	 independent	
curator.




































































































































































easily	 sensed	 trouble	 when	 Szeemann	 decided	 to	 present	 Maurizio	
Cattelan’s	The Ninth Hour [La nona ora],	a	sculpture	of	the	pope	felled	by	
a	meteorite,	in	the	largest	gallery.A	Zachęta’s	then	director,	Anda	Rottenberg,	






the	 gallery	 with	 a	 saber	 and	 slashed	 several	 of	 the	 photographs	 in	 Piotr	
Uklański’s	artwork	The Nazis [Naziści].	The	November	event	 triggered	a	series	
of	press	articles	and	media	debates	about	“iconoclastic”	contemporary	art.	An	
avalanche	of	criticism	was	directed	even	at	Julita	Wójcik’s	completely	innocent	




and	 numerous	 commentators	 depreciating	 the	 value	 of	 contemporary	 art	
stressed	that	were	it	not	for	the	scandals,	“not	a	single	person	would	show	in-
terest	in	this	stuff.”
But	 let	us	 return	 to	 the	 international	dimension	of	Harald	Szeemann’s	
exhibition	at	Zachęta.	Was	it	a	“genuine	revolution,”	a	project	matching	his	
earlier	great	exhibitions?	This	 is	a	question	we	have	not	yet	found	an	an-











































































































































































































































































































































contest.B	 It	 was	Tomczak	 and	 Cattelan	 who	 became	 celebrities,	 not	 the	
famous	exhibition	curator	who	had	 invited	 the	artist	 to	present	 the	piece.	
But	 the	subject	of	 the	most	severe	attacks,	 including	openly	anti-Semitic	













the	Cattelan	sculpture.	 In	March	2001,	 the	New York Times	 reported	 that	
the	controversial	work	had	been	put	up	 for	auction.	Perhaps	 the	Warsaw	
show	was	of	marginal	significance;	 it	 took	place	between	two	other	major	
international	 events	 that	Szeemann	managed:	 the	48th	 (1999)	 and	49th	
(2001)	Venice	Biennales.	The	only	one	of	the	curator’s	biographers	to	have	


































































































































































	 asked	 Zachęta	 National	 Gallery	 of	 Art	 for	 information	 about	 the	 Warsaw	
project	was	Roman	Kurzmeyer.2	
The	 exhibition	 was	 to	 be	 accompanied	 by	 a	 small	 catalogue	 featuring	 a	
dozen	or	so	 installation	views.	Szeemann	was	to	write	short	comments	for	
the	pieces	depicted	 in	 these	photographs,	explaining	his	choices	and	 the	
structure	of	the	show.	The	photographs	were	selected	but	the	accompany-
ing	text	was	not	written	before	Szeemann	passed	away.	The	curator’s	inten-













The	next	 gallery	was	 also	meant	 to	 resemble	 an	old	 salon.	Szeemann	
spent	a	couple	of	hours	creating	a	floor-to-ceiling	arrangement	of	paintings	
by	Jacek	Malczewski.	This	included	the	artist’s	important	works	characteris-
tic	of	 late-nineteenth-century	symbolism	 (e.g. Vicious Circle	 [Błędne koło],	
1895-1897)	but	also	Malczewski’s	fascinating	and	narcissistic	self-portraits.	
Next	to	this	he	placed	Wojciech	Weiss’s	Self-Portrait With Masks	[Autoportret 
z maskami, 1900]	and	Paweł	Althamer’s	Self-Portrait	[Autoportret, 1993],	as	
well	 as	 Władysław	 Podkowiński’s	 sketch	 for	 Frenzy of Exultations [Szał 
uniesień, 1893],	 a	 painting	 that	 caused	 a	 scandal	 when	 first	 shown	 at	
Zachęta	over	a	hundred	years	ago	because	it	depicted	a	naked	woman	on	
a	 frenzied	horse.	As	 this	short	 list	 suggests,	wunderkammer	 is	not	only	a	
2	 See	T.	Bezzola,	R.	Kurzmeyer	(eds.),	Harald Szeemann with by 
through because towards despite: Catalogue of all exhibitions 
1957–2005,	Zürich,	Vienna,	New	York:	Edition	Voldemeer,	
2007,	pp.664–667.








































































































































































































































































Greeting	 the	viewer	at	 the	entrance	 to	 the	next	gallery	was	Althamer’s	
Man With a Camera [Człowiek z kamerą, 1995],	but	Witkacy’s	pastels	dom-
inated	the	space,	e.g.	Portrait of Nena Stachurska [Portret Neny Stachurskiej,	
1931)	and	Encke Comet	 [Kometa Enke, 1918].	 In	 the	middle	of	 the	 room	
Szeemann	designed	a	projection	space—a	green-painted	cube	that	was	to	
appear	in	the	gallery	as	a	“minimalistic	sculpture”—where	fragments	of	film	
adaptations	 of	 Witkacy’s	 dramas	 were	 screened.	 Alongside	 examples	 of	
post-war	Polish	painting	 in	figurative,	abstract,	and	conceptually	 inflected	
modes	 (made	 by	 Andrzej	 Wróblewski,	 Stanisław	 Fijałkowski,	 and	 Andrzej	
Dłużniewski),	the	room	also	included	also	two	display	cabinets	with	photo-
graphic	works	by	Jakob	Tuggener	(1904-1988),	a	Swiss	photographer,	film-























































































































































































as	Passing Through the River Styx [Przejście przez rzekę Styks,	1958], and 
In Front of Hell’s Gate	[Przed bramą piekła,	1958] and	five	sketches	Towards 
Counting	[W stronę liczenia,	1965].	From	this	space,	the	viewer	moved	to	a	
gallery	contrasting	the	great	Polish	avant-garde	tradition—Henryk	Stażewski’s	





1971),	and	Multiple Portrait	 [Portret wielokrotny,	1967].	 It	was	one	of	 the	
juxtapositions	most	widely	discussed	 in	 the	Polish	press:	“male”	construc-
tivism	 versus	“female”	 figuration,	 an	 abstract	 mind	 versus	 a	 fragmented	
body,	 the	 universal	 and	 timeless	 versus	 the	 organic	 and	 transient.	 (One	
female	critic	noted	 that	“no	Polish	curator	would	ever	dare	 to	do	anything	
like	this	because	the	juxtaposition	is	regarded	as	vulgar.”3)	Amid	those	jux-








In	 the	 same	 space	 Szeemann	 juxtaposed	 professional	 and	 naïve	 painting.	
Edward	Dwurnik’s	Meni	 (1969)	was	presented	near	watercolors	by	the	naïve	
painter	Nikifor	 (e.g.	 the	1930s	Cityscape With Eagle Over the Centre Spire 
3	 D.	Jarecka,	“W	nowej	reżyserii.	Wystawa	jubileuszowa	sztuki	
polskiej	w	Zachęcie,”	Gazeta Wyborcza,	15	December	2000,	p.16.	








































































































































































































































































































[Pejzaż miejski z orłem nad środkową wieżą]	from	the	Warsaw	Ethnographical	
Museum).	Polish	critics	know	that	Dwurnik	was	inspired	by	Nikifor,	so	the	they	
did	not	find	 the	 juxtaposition	surprising.	 In	 the	same	space	Szeemann	pre-
sented	 photographs	 of	 Tadeusz	 Kantor’s	 Panoramic Sea Happening 
[Panoramiczny happening morski,	 1967]D	 and	 the	 happening	 Rembrandt’s 
Anatomy Lesson	[Lekcja anatomii według Rembrandta,	1969]	as	well	as	the	film	
Today Is My Birthday	[Dziś są moje urodziny,	1990].	The	curator	found	the	lat-
ter	most	fitting	for	an	exhibition	commemorating	Zachęta’s	“birthday.”The	next	
room	had	been	given	to	Katarzyna	Kozyra,	who	presented	the	small	version	of	
her	1999	video	installation	Rite of Spring	[Święto wiosny].
From	the	white	circles	of	Rite of Spring,	 shown	on	small	monitors,	 the	
viewer	moved	to	a	space	densely	filled	with	posters	representing	the	Polish	
Poster	School	 and	 its	 achievements	 since	 the	1950s.E	 Some	400	works	
were	on	display	there,	but	the	curator	decided,	in	honor	of	how	they’re	pre-






have	 been	 turned	 into	 movies.	 Szeemann	 ultimately	 chose	 to	 include	 a	
Russian	adaptation,	Andrei	Tarkovsky’s	Solaris	(1972).	He	also	included	frag-
ments	of	two	Polish	sci-fi	movies:	Juliusz	Machulski’s	cult	comedy	Sexmission 
[Seksmisja,	1987]	and	Piotr	Szulkin’s	O-Bi, O-Ba—the End of Civilization	[O-




Museum	in	Cracow’s	Lady With an Ermine.	Zanussi	believes	the	Lady	in	the	
Polish	collection	 is	more	beautiful	 than	Mona	Lisa,	but	 less	known.	Why?	
Because	she	lives	at	the	wrong	address.


































































































































































	 “In	Poland—that	 is	 to	say,	nowhere.”	This	 is	where	Alfred	Jarry’s	play	Ubu 
Roi	 (1896)	is	set,	to	which	the	exhibition’s	final	small	gallery	was	devoted.	
Szeemann	brought	to	the	show	his	own	collection	of	Jarry’s	lithographs,	in-






commemorate	 Zachęta’s	 double	 anniversary,	 critics	 and	 art	 historians	
expected	an	exhibition	 in	 the	vein	of	“Austria	 im	Rosennetz”	 (1996),	a	pa-
norama	 of	 Polish	 visual	 culture,	 or	 a	 Szeemann-style	 Großausstellung,	
a	gesamtkunstwerk	overwhelming	the	viewer	with	the	enormousness	of	the	
works	on	display,	surprising	him	with	artistic	and	non-artistic	discoveries.	





art.	 So	 I	 don’t	 really	 have	 a	 theme.”5	 In	 the	 case	of	 the	Warsaw	project,	
though,	 the	 theme	had	somehow	been	“contracted.”	Szeemann	agreed	 to	
prepare	an	exhibition	encompassing	Polish	art	of	the	last	one	hundred	years	
that	would	encompass	all	of	 the	 institution’s	exhibition	spaces.	The	 theme	
therefore	was	 to	prepare	a	major	anniversary	show	at	a	public	art	 institu-
























































































































































































an	 exhibition	 commemorating	 the	 700th	 anniversary	 of	 Switzerland,	 was	
meant	as	an	homage	to	all	manifestations	of	artistic	activity,	not	a	pompous	
national	picture.	Szeemann’s	exhibition	 in	 the	Swiss	Pavilion	at	 the	1992	
Seville	Expo	contested	the	concept	of	nationality	rather	than	affirming	it	un-


















the	author	of The Ninth Hour,	about	his	“not	giving	a	hoot	about	the	Polish	







































































































































































	 are	 not	 always	 identical.	 For	 Szeemann,	 this	 was	 not	 an	 exhibition	 of	
Cattelan,	 nor	 Kozyra,	 nor	 Althamer,	 nor	 any	 other	 artist	 in	 particular.	
Exhibitions	such	as	“Monte	Verità”	 (1978)	allowed	Szeemann	 to	 revaluate	
and	rewrite	 the	history	of	what	he	calls	Central	Europe—rewrite	 it	 through	
the	histories	of	utopias,	obsessions,	social	and	artistic	failures,	and	cultural	
margins,	 rather	 than	 the	histories	of	domination	and	military	victories.	He	
admitted	 in	one	 interview	that	his	 fascinations	 ran	along	 the	North-South	
axis	 rather	 than	 the	 East-West	 one:	 Paris-New	 York,	 Paris-Berlin,	 Paris-
Moscow,	 as	 with	 Pontus	 Hulten’s	 great	 exhibitions	 at	 Centre	 Pompidou.	











we	do	so	as	an	 independent	curator),	 towards	 the	 featured	artists	and	our	











a	place	previously	reserved	for	 the	artist.	We	probably	expected	that,	 in	 the	






































































































































































The	 promise	 was	 made	 and	 kept:	 the	 exhibition	 was	 created,	 though	
within	a	 time	 frame	too	brief	 for	 the	curator	 to	 learn	deeply	 the	 local	cul-
ture.	Szeemann	visited	Warsaw	twice,	watched	many	movies,	browsed	sev-
eral	dozen	books	and	catalogues.	The	book	Art form Poland 1945–1996,	
published	by	Zachęta	 in	1997,	was	not	 the	only	source	of	his	choices,	as	
the	art	zine	Raster announced	 in	2001.	On	 the	other	hand,	 it	needs	 to	be	
added	 that	back	 in	2000	Art from Poland was	 the	only	up-to-date	synthe-
sis	of	post-war	Polish	art	available	 in	English.	A	foreign	culture	will	remain	
foreign	unless	 it	 is	 translated	 into	other	 languages.	“Visionäre	Schweiz”	or	
“Austria	im	Rosennetz”	were	narratives	about	cultures	Szeemann	was	famil-
iar	 with.	“Beware	 of	 Exiting	 Your	 Own	 Dreams…”	 was	 a	 narrative	 about	
somebody	else’s	unfamiliar	dreams.	 In	 the	first	place,	Szeemann	showed	




nated	 the	public	debate	 surrounding	 the	Szeemann	exhibition	 in	2000-
2001.	But	let	us	return	to	the	question	about	the	ethical	function	of	the	ex-

























































































































































































It’s	 incontestable	value	was	 that	 it	 introduced	 the	public	 to	 the	revision	of	
Polish	mythologies.	
Epilogue	in	Brussels
A	 report	 by	 the	 European	 Parliament’s	 Legal	 Committee	 dated	 27	 June	
2008	stated	 that	 the	Committee	 recommended	 the	Parliament	 to	 revoke	
MEP	Witold	Tomczak’s	 immunity	so	 that	he	could	stand	 trial	 for	damaging	
the	The Ninth Hour	sculpture	at	Zachęta	on	21	December	2000,	 thus	vio-
lating	Article	288	of	 the	Polish	Penal	Code.	The	Committee	explains	 that	
irrespective	of	the	deputy’s	motives,	private	property	was	destroyed.
Fiat iustitia.	But	what	kind	of	 justice	do	we	expect	 in	 the	case	of	Harald	




cases	 are	 far	 more	 complicated.	 Moral	 damage,	 and	 especially	“offense	
against	religious	feelings,”	has	become	one	of	the	main	ways	to	attack	con-
temporary	 art,	 and	 especially	 its	 so-called	“critical”	 current,	 in	 post-1989	
Poland.	Victims	have	also	sought	“historical	 justice”	 in	Poland	after	1989—	
opening	archives,	 remembering	 forgotten	heroes,	“putting	 right”	 a	history	
twisted	 by	 former	 regimes.	The	 history	 of	“Beware	 of	 Exiting	 Your	 Own	
Dreams.	You	May	Find	Yourself	 in	Somebody	Else’s” is	not	simple.	The	ar-







































































chives	contain	many	of	 the	voices	published	 in	 its	wake,	 though	
not	necessarily	the	most	important	ones.	The	story’s	main	protag-
onist,	Harald	Szeemann,	died	in	2005.	It	would	be	an	act	of	“his-




a	context	 for	Szeemann’s	Warsaw	exhibition	broader	 than	 just	a	
“scandal	Polish-style.”
Translated	by	Marcin	Wawrzyńczak













































































































































































































































































































































































































































































































































































































































































































































































past	 is	 almost	 always	 traumatic.	 Of	 course,	 we	 know	 that	 the	
degree	of	the	trauma	can	be	differentiated.	It	is	hard	to	measure,	








communism	 in	post–World	War	 II	Europe.	On	 the	contrary,	 the	
communist	 past	 was	 experienced	 differently	 in	 almost	 every	




The	end	of	 the	war	 in	1945	seems	 in	 this	part	of	 the	conti-
nent	an	obvious	watershed.	It	marked	the	beginning	of	the	Soviet	
domination	 in	 the	 region,	 although	 some	 countries,	 especially	
Czechoslovakia,	still	maintained	 forms	of	parliamentary	democ-
racy.	 In	addition,	 the	artistic	culture	of	 the	 region	was	quite	di-
verse.	While	in	the	Baltic	states,	then	Soviet	republics,	the	GDR,	
Romania,	or	Yugoslavia,	1945	was	the	beginning	of	a	truly	hard	






it	 fully	 (yet),	so	 that	art	and	 intellectual	debates	were	compara-
tively	 free.	Three	 years	 later	 the	 situation	 changed	completely.	
The	year	1948	was	the	beginning	of	 the	Stalinist	hard	 line	pol-
icy	 in	culture	almost	all	over	central	Europe.	 In	Czechoslovakia,	




controlled	politics,	but	 in	1949	 they	also	decided	 to	 introduce	













































































































































































































return	 to	 modernism	 took	 place	 not	 only	 some	 time	 later,	 but	
also,	quite	significantly—both	in	Prague	and	in	Bratislava—in	pri-
vate	apartments	or	artists’	studios,	not	in	official	exhibition	halls	
(“Confrontations”,	 1960	 [Prague,	 actually	 twice]	 and	 1961	
[Bratislava]).	What	is	more,	at	the	1958	Moscow	exhibition	of	the	
Art	of	 the	Socialist	Countries	 (Yugoslavia	was	not	 included),	all	
countries	 presented	 socialist	 realism—all	 except	 Poland	 which	
showed	modernist	art,	spurning	 the	vigorous	protests	of	Soviet	
comrades	and—at	the	same	time—much	of	the	audience’s	inter-







official	 leaders	of	 the	artists’	union,	put	 in	danger	by	 the	pres-
sure	of	the	reformers,	and	marked	an	end	to	feeble	artistic	liber-
ties.	The	event	 triggered	a	period	of	 oppression,	 reaction,	 and	
stagnation	in	the	Soviet	artistic	culture,	eventually	resulting,	how-
ever,	in	the	rise	of	an	artistic	underground	mainly	in	Moscow.
The	 next	 turning	 point	 was	 the	 years	 1968-1970.	 In	 some	
countries	 it	was	 the	beginning	of	 the	so-called	normalization,	a	
retreat	from	the	liberal	cultural	policy	or	even	oppression.	Those	
took	place	in	Romania,	but	first	of	all	in	Czechoslovakia	after	the	





















































































































































































end	 of	 the	 Prague	 Spring.	 In	 other	 countries,	 the	 same	 years	
brought	the	beginning	of	the	(limited)	freedom	in	art,	particularly	
(again)	in	Poland	after	1970,	while	the	artists	of	Czechoslovakia	
had	 to	 go	 underground	 or	 disappear	 from	 the	 public	 sphere.	
Such	 was	 also	 the	 situation	 of	 Romanians	 when	 Nicolai	
Ceauşescu,	first	a	 liberal	 (from	1965)	 then	dictator,	 issued	 the	
so-called	“July	theses”	on	the	return	to	the	socialist	values	in	cul-
ture.	At	 the	 same	 time	Poles	were	allowed	 to	make	any	art	 as	
long	as	it	did	not	touch	on	politics.
Finally,	the	early	1980s	brought	a	change	once	again,	modify-
ing	 the	 geography	 of	 artistic	 differences.	 In	 Poland	 it	 was	 the	
time	of	martial	 law,	while	 in	Hungary	 the	period	of	“goulash	so-













istic	Czech	Republic;	Russia	 is	quite	different	 from	 the	 former	





erated	different	meanings.	Nevertheless,	 in	all	 cases	and	 to	a	
varying	 extant	 the	 past	 was	 traumatic.	 It	 means	 that,	 looking	
back,	one	 is	always	memorizing	 trauma.	We	 thus	 live	 in	post-
traumatic	times,	at	 least	 in	Central	Europe.	Paraphrasing	Roger	
Luckhurst’s	concept	of	traumaculture,	we	can	call	post-commu-






proach:	 traumaphobia.	 In	 short:	we	will	 view	museum	culture	
through	 the	 dialectics	 of	 traumaphilia	 and	 traumaphobia.	The	
1	 R.	Luckhurst,	“Traumaculture,”	New Formations,	no.	50,	
Autumn	2003,	pp.28-47.























































































































































































will	 be	 how	 traumaphilia	 and	 traumaphobia,	 as	 particular	 ap-
proaches	to	a	negative,	traumatic	heritage,	appear	and	function,	
and	 what	 kind	 of	 behavior	 they	 provoke	 in	 terms	 of	 museum	
practices	after	1989.
As	everyone	knows,	 the	museum	 is	a	 text,	a	sort	of	narrative	
due	to	 its	structure,	collection,	exhibitions,	and	so	on;	 it	 is	a	dis-
course,	 as	 Mieke	 Bal	 has	 pointed	 out,	 or	 a	 text—according	 to	
Richard	 Kendall—written	 by	“eloquent	 walls	 and	 argumentative	










ated	 by	 not	 always	 welcome	 architecture,	 or	 their	 location—by	
something,	however,	which	definitely	cannot	be	meaningless.	I	will	
discuss	the	meaning	of	 the	particular	 text,	 i.e.	 the	particular	mu-
seum	program,	 in	 the	context	of	 its	 location,	 i.e.	 its	reference	to	
the	past.






there	something	called	 the	Bilbao	effect.	 In	almost	every	city	 in	
this	country	there	is	a	new	museum	of	contemporary	art,	such	as	
MusAC	in	León,	MACBA	in	Barcelona,	CAC	in	Malaga,	and	many	
















Late	Works	of	Degas,”	in	Ch.W.	Haxthausen	(ed.),	The Two Art 
Histories: The Museum and the University,	Williamstown	MA:	
Clark	Art	Institute,	2002,	p.63.
4	 W.	Grasskamp,	“The	Museum	and	other	Success	Stories	↗



























































































































































































countries,	which	have	recently	 joined	 the	EU,	 there	 is	no	Bilbao	
effect	at	all,	or	at	least,	let’s	say,	that	effect	is	not	comparable	to	
the	 rest	of	 the	world,	at	 least	 to	 the	West.	This	 is	due	 to	many	
reasons,	 but	 one	 seems	 to	 be	 crucial.	 Public	 authorities	 here,	
both	 the	 state	 and	 local	 governments,	 are	 used	 to	 not	 paying	
much	attention	 to	museums	of	contemporary	art,	and	 they	are	
simply	not	 interested	 in	such	a	development.	 In	 those	countries	
the	economy,	as	well	as	social	affairs,	have	been	dominated	by	





doctrines	 that	 are	 not	 favorable	 to	 the	 public	 sector.	 East	
European	neo-liberal	cultural	policy	 is	different	 than	 that	 in	 the	
West.	 In	the	West—as	Andrea	Fraser	argues	 in	her	essay	on	the	
Guggenheim	 Bilbao—neo-liberal	 policy	 tries	 to	 use	 art	 institu-
tions	in	order	to	transform	ineffective	industrial	areas	into	highly	

























Museums: Intersections in a Global Scene,	
http://forumpermanente.incubadora.fapesp.br/portal/	
events/meetings/reports/sessao2.





















































































































































































The	 first	 such	 public	 museum	 was	 formed	 in	 1932	 in	 Łodź,	
Poland,	and	this	is	one	of	the	oldest	such	museums	in	the	world	
(after	New	York	and	Hanover).	 It	was	funded	by	Polish	construc-





ing	 in	 2008,	 but	 this	 unfortunately	 has	 been	 postponed;	 the	
Museum	of	Contemporary	Art	 in	Belgrade,	erected	 in	1958;	 the	
Museum	of	Modern	Art	 in	Armenia,	also	1958,	 then	one	of	 the	
Soviet	 republics;	and—finally—the	Ludwig	Museum	 in	Budapest,	
funded	by	the	end	of	the	1980s.	There	are	of	course	more.	




Estonia,	 which	 opened	 in	 2006;	 the	 National	 Art	 Gallery	 in	
Vilnius,	which	was	separated	 from	the	 	Lithuanian	Art	Museum	
in	order	to	collect	and	exhibit	modern	and	contemporary	art	(still	
in	 progress);	 and,	 last	 but	 not	 least,	 the	 Warsaw	 Museum	 of	
Modern	Art	 (also	 in	progress).	Let	me	say	 just	a	 few	words	on	
the	museum	 location	 in	each	case.	The	MNAC	 is	situated	 in	a	
part	of	the	former	People’s	Palace,	a	gigantic	building	(in	terms	
of	 space,	 supposedly	 the	 third	 largest	 in	 the	 world	 after	 the	
Pentagon	 or	 the	 CCTV	 headquarters	 in	 Beijing)	 erected	 by	
Nicolae	Ceauşescu	in	the	1980s.	The	Lithuanian	National	Gallery	




Science,	still	 the	 tallest	skyscraper	 in	 the	very	heart	of	 the	city,	
a	symbol	of	the	Soviet	domination	through	its	typical	Stalinist	ar-
chitecture,	on	the	one	hand,	and	on	the	other,	through	so-called	
“socialist	 modernism,”	 along	 with	 Swiętokrzyska,	 and	
Marszałkowska	streets.	Only	KUMU	has	nothing	 to	do	with	 the	
communist	past	 in	 terms	of	 its	 location.	 It	 is	placed	 in	a	park	
outside	 the	city	 in	an	entirely	new	building	 (Pekka	Vapaavuori).	
So,	the	question	I	would	like	to	raise	here	is	whether	such	a	lo-
cation,	a	particular	sub-text	or	con-text,	means	something	more	
than	 just	a	pragmatic	 location,	whether	 it	 is	significant	or	not,	
and	 if	 yes	 (this	 is	 rather	 obvious)	 what	 it	 does	 really	 mean	 in	
terms	of	a	relation	to	the	past?	In	other	words,	this	is	a	question	
about	the	meaning	of	a	hidden	relationship	between	the	muse-































































































































































































of	a	museum	of	contemporary	art.	Our	 intention	 is	 to	 turn	 it	
into	a	 laboratory;	we	have	opted	for	a	manner	of	display	that	




























is	about	moving	 toward	 the	 future	about	 forgetting	 […]	a	di-
sastrous	past,	 it	 is	about	blame	and	shame	and	 the	need	 to	
reconvert	those	frustrating	feelings	into	something	more	pos-
itive.	[…]	Museums	of	contemporary	art	have	tended	increas-
7	 M.	Oroveanu,	MNAC. The National Museum of Contemporary 
Art,	Bucharest,	2005,	pp.20-21.





















































































































































































ingly	 to	become	dynamic	 laboratories	open	 to	 the	 latest	cre-
ations,	as	places	of	creative	criticism	and	lively	visual	innovation,	






























Whereas	 the	subsequent	program	has	 included	some	artists	 in-
volved	 in	analyzing	the	post-communist	condition,	notably	some	
masters	of	the	Romanian	neo-avant-garde	(such	as	Horia	Bernea,	
Geta	 Bratescu,	 Roman	 Cotosman,	 Ion	 Grigorescu,	 and	 Paul	
Neagu),	most	exhibitions	were	rather	traumaphobic,	and	have	fol-




in	 Art—a	 HGB	 Group	 Project”,	 which	 was	 a	 presentation	 of	





10	 See:	M.Oroveanu,	MNAC. The National Museum of 
Contemporary Art,	Bucharest,	2005.































































































































































































highlighted	 by	 the	 question	 why	 it	 has	 abandoned	 the	 critical	










rich	 corporations.	 Unfortunately,	 doing	 this	 in	 such	 a	 place	 as	




history	and	 its	 trauma,	 to	escape	 from	a	critical	position	 towards	
the	past.	More	generally,	one	could	say	 that	 this	program	 is	sim-
ply	oriented	towards	contemporary	global	art.	Maybe	there	is	noth-
ing	strange	about	this.	Imitating	mainstream	art-world	practices	is	
quite	 typical,	 since—to	cite	Grasskamp	again—museums	are	 the	
most	successful	global	institutions.11	However,	it	might	be	signif-
icant	 if	a	museum	such	as	 the	MNAC	focuses	almost	exclusively	
on	 the	global	art	scene	and	at	 the	same	time	 ignores	 the	past.	 I	
am	arguing	that	this	is	a	compensation	for	its	traumatic	history.
Following	Homi	Bhaba,	we	could	call	this	kind	of	praxis	“mim-




Of	course,	 in	 terms	of	power	 this	 is	a	strategy	of	 the	colonizer.	
The	MNAC	wants	to	be	more	international,	worldwide,	cosmopol-
itan,	global,	 in	short	more	western	 than	 the	West,	which	finally	
renders	it	more	provincial,	the	colonized	province	indeed.
11	 W.	Grasskamp,	op. cit.	 		

























































































































































































they	are	“subjected	 to	 the	comprehension	of	a	 local	audience”;	
finally	 they	 represent	 more	“the	 worlds”	 in	 plural	 than	 the	“art	
world”	in	singular.12	The	Bucharest	Museum,	understood	both	in	






deals	 with	 a	 broader	 question,	 about	 which	 Hans	 Belting	 has	
also	 written,	 about	 the	 locality	 of	 contemporary	 art.	The	 latter	
could	also	be	recognized	as	local,	due	to	the	particular	historical	
contexts	that	created	the	interpretative	frame,	which	by	definition	
refers	 to	 the	 local	culture	and	 local	audience,	also	 in	 the	cases	




wing	politicians	would	 like	 to	 see.	Belting	understands	 it	 as	 a	
dynamic	 relationship	between	 those	 two	dimensions:	“local	art	
cannot	mean	arbitrary	definitions	that	change	from	one	place	to	
another;	 the	 local	must	and	will	acquire	a	new	meaning	 in	 the	
face	of	a	global	world.”13
Finally,	we	have	 two	points	of	 reference,	particularly	 in	 terms	
of	the	audience,	a	sort	of	contradiction.	On	the	one	hand	is	the	
local	audience,	where	the	museum	is	rooted,	on	the	other	hand	
is	 the	global	audience,	particularly	 that	which	appeared	 in	 the	
framework	of	the	powerful	tourist	industry.	Of	course,	not	all	mu-
seums	face	this	problem	to	the	same	extent.	The	MNAC	is	rather	












Age,”	in	P.	Weibel,	A.	Buddensieg	(eds.),	Contemporary Art and 
the Museum: A Global Perspective,	Ostfildern:	Hatje	Cantz	Ver-
lag,	2007,	pp.30-32.
13	 Ibid.,	p.37.



























































































































































































events,	 they	do	not	have	any	 local	character	 indeed	 (with	a	 few	
exceptions).	 Their	 audience	 is	 itself	 international,	 or	 global.	
People,	mostly	 from	the	so-called	art	world,	as	well	as	 tourists,	
come	to	see	particular	shows	but	do	not	care	 for	 local	culture.	
For	 the	 local	audience,	on	 the	other	hand,	 if	 it	means	anything	
at	all,	it	is	at	least	a	sort	of	the	“window”	through	which	one	can	
see	the	art	world;	it	is	a	kind	of	global	fiesta	without	any	relation	
to	 local	 culture	 and	 the	 local	 social	 structure.	By	 contrast,	 the	
museum	of	contemporary	art	is	double-faced;	it	reveals	its	local-
ity,	but	also	in	cases	where	it	would	like	to	be	as	global	as	pos-











and	 the	 National	 Gallery	 of	 Art	 in	Vilnius.	 Let’s	 call	 them	 trau-
maphilic	or,	at	least,	let’s	say	that	those	museums	are	showing	an	
attempt	 to	overwork	 the	 trauma	of	 the	past	 rather	 than	 to	sup-
press	it	as	in	the	case	of	the	MNAC.	
Both	 the	 location	 and	 the	 architecture	 of	 our	 first	 example,	
KUMU,	has	nothing	to	do	with	our	considerations.	As	has	already	
been	mentioned,	this	is	the	new	building	placed	outside	the	city	
and	 surrounded	by	 a	park.	Much	more	 important	 for	 us	 is	 the	
museum’s	 display.	The	 curator	 of	 the	 permanent	 exhibition	 of	
twentieth-century	art,	Eha	Komissarov,	has	decided	to	show	so-
cialist	realist	art,	which	used	to	be	recognized	there	as	the	art	of	































































































































































































choanalytical	 therapy:	 recover	 the	 subjecting	 by	 repeating	 the	





is	so	 important	 to	 regain	 the	historical	position	of	Estonian	cul-
ture,	and	to	find	the	right	place	for	 it	 in	the	present-day	world—
in	other	words,	to	find	its	identity.
The	 next	 example	 mentioned	 here,	 the	 National	 Gallery	 in	





arating	 the	 former	division	of	Lithuanian	Art	Museum,	which	 in	
the	 meantime	 had	 incorporated	 within	 its	 structure	 the	










historical	point	of	 reference	 for	 contemporary	art,	 in	 the	 same	
way	 as	 in	 KUMU.	Thus,	 in	 contrast	 to	 the	 MNAC	 in	 Bucharest,	
which	 is	more	akin	 to	an	exhibition	hall,	 the	National	Gallery	 in	
Vilnius	will	be	a	museum	 in	 terms	of	an	 institutional	art	collec-
tion.	The	most	 interesting	point	 is	of	course	 its	 future	 location.	
Originally,	the	opening	of	the	new	venue	was	scheduled	for	2009,	
after	 the	 renovation	 and	 adaptation	 of	 the	 former	 Museum	 of	
Revolution.	Unfortunately,	in	the	meantime	the	Lithuanian	govern-








(eds.),	Art Lives in KUMU: The Main Building of the Art Museum 
of Estonia – KUMU Art Museum,	Tallinn,	2006,	pp.97-143.
15	 D.	LaCapra,	Writing History, Writing Trauma,	Baltimore	and	
London:	The	Johns	Hopkins	University	Press,	2001,	p.46.	
16	 L.	Jablonskiene	“Lithuanian	National	Gallery	of	Art,”	a	paper	
delivered	at	the	international	conference	Problems in displaying 
communist art from the second half of the 20th century,	State	↗


























































































































































































and	as	 such	 it	would	not	prevent	 the	opening	of	 the	 real	mu-









in	a	different	way,	 let	me	say	 that	both	 the	place	as	well	as	 the	
architecture	 cannot	 neutralize	 the	 past	 on	 a	 deeper,	 semantic	
level,	cannot	avoid	possible	contextual	meaning.	What’s	more,	if	
it	 realizes	a	possible	 collection	and	permanent	exhibition	pro-










However,	what	makes	 its	story	more	complex	 in	comparison	 to	











ence Problems in displaying communist art from the second half 
of the 20th century,	State	Art	Museum	and	Goethe-Institut,	
Riga	2005.






















































































































































































memory	 rather	 than	 the	 (particular	 individual)	 memory—is	 no	
longer	connected	with	the	communist	trauma	in	collective	mem-
ory,	as	it	is	in	Estonia,	Lithuania,	and	Romania.	I	will	take	the	risk	
of	simplification	and	say	 that	Poland’s	experience	 in	 the	course	






As	 I	said	earlier,	 the	museum	will	be	built	 just	 in	 the	 front	of	














new,	 international,	 and	 modern.	 Interestingly,	 the	 international	





ularly	 the	 leading	Polish	newspaper	Gazeta Wyborcza)	 and	 the	
city	and	state	authorities,	the	director	of	the	museum	in	progress,	
Tadeusz	Zielniewicz,	who	had	 rejected	 this	decision,	finally	 re-
signed.	The	board	of	advisers	did	the	same,	and	some	members	
































































































































































































larly	 if	we	consider	 the	“L”	shape	of	 the	whole	building,	which	
has	been	created	in	accordance	with	the	decision	of	Warsaw	City	
Council	 to	 try	and	harmonize	 the	whole	area.	 In	short,	 it	 is	nei-
ther	 traumaphobic,	 nor	 traumaphilic.	However,	 paradoxically,	 it	
does	fit	exactly	with	the	character	of	the	Polish	memory	of	com-
munism.	To	explain	this	 let	us	try	to	analyze	the	premises	of	the	
future	collection,	along	with	 the	documents	 that	have	been	 is-
sued	before	architectural	competition	was	completed.19
Unlike	MNAC,	and	along	with	KUMU	and	the	National	Gallery	






















realism	ended	 in	Poland	 in	1956,	while	 in	Romania,	as	well	as	
in	the	Soviet	republics,	it	was	the	official	doctrine	up	to	the	end	
of	communism	in	1989.	Therefore,	to	collect	historical	art	means	
something	 different	 in	 Poland	 than	 in	 other	 countries	 of	 the	
Eastern	 bloc	 (except	 of	 Yugoslavia);	 in	 short,	 it	 is	 not	
traumaphilic.



























































































































































































and	 this	 is	also	crucial	here.	 It	 is	so	not	only	because	 that	was	
the	turning	point	from	the	past	to	the	contemporary,	as	has	been	
mentioned	above,	but	also	 for	 the	geographical	 interest	of	 the	
museum.	The	Warsaw	Museum	of	Modern	Art	 in	 terms	of	both	
the	 collection	 as	 well	 as	 the	 exhibition	 program	 will	 be	 much	
more	 interested	 in	 Central	 European	 art	 than	 the	 museums	 in	
Bucharest,	Tallinn,	and	Vilnius.	Maybe	I	am	wrong,	but	I	have	not	
found	any	statements	concerning	such	an	interest	in	the	case	of	
the	 latter.	Here,	 in	Warsaw,	 this	prospect	of	 the	 future	activities	
is	quite	visible,	e.g.	the	exhibition	of	Yugoslavian	art	in	2008,	or	
the	 conference	“1968-1989”	 and	 the	 exhibition	 of	 a	 leading	
Romanian	 neo-avant-garde	 artist,	 Ion	 Grigorescu,	 in	 the	 same	
year,	all	held	 in	the	museum’s	temporary	space.	 It	means	that	 if	
such	 a	 project	 would	 succeed,	 the	 Museum	 of	 Modern	 Art	 in	
Warsaw	could	house	the	third	collection	of	Central	European	art,	
after	Moderna	Galerija	 in	Ljubljana	(2000)	and	the	ERSTE	Bank	
in	Vienna	 (2006).	Stressing	 its	geo-historical	 interests,	 the	mu-
seum	would	like	to	point	to	the	leading	position	of	Poland	in	the	







munism	 for	 the	Poles	was	not	so	 traumatic,	at	 least	not	 in	 the	
same	way	as	for	other	peoples	from	the	Eastern	bloc,	the	collec-
tive	memory	of	the	past	in	this	country,	to	which	a	history	of	art	
belongs,	 is	 not	 so	 traumatic	 either.	 If	we	can	 speak	of	 trauma	
here,	it	is	rather	the	trauma	of	the	“big	change,”	or	the	trauma	of	
the	“transitional	period,”	with	a	huge	wave	of	poverty	and	unem-
ployment	 that	emerged	as	a	 result	of	neo-liberal	policies	of	 the	
1990s,	 rather	 than	on	 the	so	called	“past	period.”20	So	 there	 is	
no	 reason	 in	 this	 country	 to	 be	 either	 traumaphobic	 or	 trau-
maphilic,	 since	 the	 negative	 heritage	 here	 is	 only	 partly	
negative.
East	European	communism	was	a	very	claustrophobic	system.	
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6
not	 accompanied	 by	 a	 critical	 approach	 to	 the	 past,	 as	 one	
would	expect	in	such	a	place,	it	is	indeed	a	symptom	of	trauma-
phobia.	On	the	other	hand	we	have	some	former	Soviet	repub-
lics	 that	 regained	 their	 independence	at	 the	very	beginning	of	
the	 1990s	 and	 which	 are	 also	 members	 of	 the	 EU;	 however,	
since	during	 the	communist	 time	 they	had	no	national	or	state	
independence,	 they	are	seeking	a	sort	of	historical	 identity,	fill-








a	 definition	 of	 the	 past	 in	 terms	 of	 trauma	 is	
not	so	obvious,	or	even	questioned	in	both	po-
litical	and	every-day	discourse,	 the	dialectic	of	
traumaphilia/traumaphobia	 seems	 to	 be	 less	
useful,	at	least	not	in	a	direct	way.	However,	as	
we	 have	 seen	 both	 from	 the	 architectural	 as	
well	 as	 a	 programming	 point	 of	 view,	 the	
Warsaw	 Museum	 of	 Modern	 Art	 deals	 very	
much	with	the	specificity	of	the	collective	mem-






































































































































































































































































































































































































































































































































































































































































































































































































































































































	There	are	 two	perspectives	 from	which	we	can	discuss	 the	 issue	of	art	
theory	in	post-1989	Romania.	One	is	the	necessity	to	analyze	and	discuss	
cultural	 transformations	 in	 Eastern	 Europe	 immediately	 after	 1989,	 in	
order	to	understand	the	situation	created	by	the	transition	from	a	planned	
economy	 to	a	market	economy.	 In	other	words,	 this	vantage	point	would	
show	how	art	professionals	 in	Eastern	Europe	understood	 their	own	cul-
ture	in	the	newly	created	social	context.	The	other	perspective	is	to	exam-
ine	 the	expansion	of	Western	 cultural	 practices	 into	Eastern	Europe,	 in	




In	1989,	 it	was	said	 that	Romania	would	need	at	 least	five,	 twenty,	or	






engage,	and	needing	no	 time	 to	 transition	and	engage—can	be	explained	
by	a	 few	observations	on	 the	realities	of	post-1989	Romania	 that	we	can	
also	use	as	a	basis	 for	 talking	about	 the	state	of	art	 theory	 in	Romania‘s	
specific	cultural	context.	
In	1989,	a	large	part	of	Romanian	society	seemed	to	have	been	prepar-
ing	 for	years	 to	abandon	 the	old	political	system.	On	 the	other	hand,	 its	
members	had	only	the	vaguest	ideas	about	what	would	be	involved	in	this	
political	change.	As	we	all	know,	 it	had	never	been	a	secret	 that	 the	 for-
mer	communist	regime,	 from	the	beginning	of	 its	existence	as	a	political	




municated	 their	 vision	 to	 the	population;	 in	other	words,	 they	used	 the	






















































































































































































































scribed	 to	 this	no-ideology	discourse.	And	an	entire	cultural	 industry	was	








text	 is	 concerned,	we	are	 totally	“truth	holders.”	There	was	a	 situation	 in	
which	 it	seemed	that	Romanians	knew	everything	about	 their	own	context	






















































































































































































































































that	 the	acclaimed	non-ideological	context	was,	 in	 fact,	 the	 fertile	ground	
for	a	neo-liberal	market	economy	with	its	very	concrete	aims	and	purposes.	
Unfortunately,	changes	 in	 the	cultural	discourse	did	not	 result	 in	a	critical	
approach	towards	the	present	time,	but	rather	only	in	repeated	condemna-
tions	of	the	old	regime.	In	Romania,	and	in	Hungary	as	well,	visual	arts	are	
considered	 a	 marginal	 or	 secondary	 cultural	 activity.	The	 new	 right-wing	
elite	that	established	itself	 in	the	1990s	has	definitely	dominated	the	past	




















































































































































































































































































































































glect	 if	 they	wish	 to	achieve	a	serious	 reputation.	 (The	art	market	may	be	
free	of	 this	verbalization,	but	 recent	developments	show	that	 increasingly	




that	shows	direct	signs	of	 theoretical	 influence.	 I	worked	many	years	 in	a	
place	were	artists	and	 theorists	met	each	other	 regularly,	but	cooperation	
was	 possible	 only	 on	 the	 level	 of	 a	 shared	 cause,	 never	 on	 the	 basis	 of	
equal	authorship	regarding	a	piece.
Coming	back	to	Romania	post-’89,	 I	would	say	 that	 there	are	 two	para-
digms	for	constructing	artistic	discourse,	and	that	they	remain	close	to	each	






























































































































































































































































































































































































































































































Who If Not We Should At Least Try to Imagine the Future of  
All This? 7 Episodes on (Ex)changing Europe,	Amsterdam:	
Artimo	Foundation,	2004,	pp.	171-186.	[Ed.].
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1990s	were	aimed	at	 articulating	and	constructing	 the	context	 of	 IRWIN.	
Given	the	practice	of	interpreting	and	inscribing	(or	excluding)	things	in	the	




selves	by	 the	hair	and	 lifted	ourselves	up.	We	decided	on	 the	East	as	 the	
field	 of	 reference	 for	 our	 activities	 out	 of	 the	 following	 considerations:	








position;	because	 in	 the	East	 it	 is	still	possible	 to	 intervene	 in	 the	field	of	
articulation	as	a	“private	individual”	on	levels	that	are	elsewhere	in	the	exclu-




ects	stretching	over	 the	past	 fourteen	years.	The	start	of	our	work	on	 the	
first	of	 these,	 the	project	Kapital,	dates	back	 to	 the	period	of	 the	socialist	
system,	which	had	already	been	transformed	by	the	time	we	published	the	
book.	Meanwhile,	 the	most	 recent	of	 these	projects	was	published	 in	 its	




















































































































































































production	determine	the	production	 itself.	A	difference	 in	conditions	 is	 re-
flected	in	a	different	kind	of	production.	The	Retroprinciple	book	series	begins	
with	 a	 thesis	 about	 the	 specific	 conditions	 of	 art	 production	 in	 the	 East.	


































































































































































































































































































































































































































































































































































See	Jan	Aman	and	Viktor	Misiano’s	introduction	in	 Interpol: The 













































































































































































A	system	that	 is	so	 fragmented	prevents,	 in	 the	first	place,	any	serious	
possibility	 of	 comprehending	as	 a	whole	 the	 art	 created	during	 socialist	
times.	Second,	 it	 represents	a	huge	problem	for	artists	who	not	only	 lack	
any	solid	support	 for	 their	activities,	but	are	also,	 therefore,	compelled	 to	
navigate	between	the	local	and	international	art	systems.	And	third,	such	a	






The	aim	of	East Art Map	 is	 to	display	 the	art	 from	the	entire	 territory	of	
Europe’s	East,	 to	 take	artists	out	of	 their	national	 frameworks	and	present	
them	in	a	uniform	scheme.	Our	objective	is	not	to	tell	some	ultimate	truth;	
rather,	 it	 is	 far	more	modest	and,	we	hope,	more	practical.	We	seek	 to	or-




all,	 inadequate.	And	yet,	paradoxically,	 this	kind	of	 tabulation,	 founded	 in	
classicism,	 remains	a	key	 tool	 for	orientation,	even	 in	 the	field	of	art.	East 
Art Map	 is	meant	to	serve	as	an	orientation	tool	 in	the	still	uncharted	field	
of	 the	art	of	 the	East.	There	 is	no	need	to	emphasize	 just	how	crucial	 it	 is	













































































































































































































































present	 in	almost	everyone’s	consciousness,	at	 least	 in	 its	simple	outlines.	
Very	rarely	does	it	happen	that,	when	looking	at	a	certain	work	of	art,	one	
does	 not	 have	 at	 least	 a	 basic	 orientation	 about	 its	 place	 in	 the	 art	
system.
The	opposite	is	true	when	it	comes	to	art	originating	in	the	East;	in	most	
cases,	one	 is	at	a	 loss	to	say	 just	where	and	how	a	work	belongs.	A	great	
deal	of	effort	is	required	in	deciding	whether	a	given	work	is	of	real	signif-
icance	 for	 the	production	of	a	certain	 region.	This	sort	of	disorientation	 is	
the	case	not	only	 for	art	 lovers	 from	the	West,	but	also	 for	most	art	 lovers	
in	the	East.	The	non-existence	of	a	transparent	art	system	is	more	than	just	
the	consequence	of	certain	conditions	in	the	East;	 it	 is,	 in	fact,	a	constitu-
tive	part	of	 the	art	system	 in	 these	areas.	 Instead	of	a	 transparent	art	sys-
tem	that	is	comparable	to	others	on	an	international	level,	what	we	have	to	











East Art Map	 has	 been	 organized	 as	 a	 uniform	 system—this	 despite	 the	
number	of	countries	it	encompasses.	Given	the	imperative	for	intervention,	
the	selection	of	artists	assembled	so	 far	 is	merely	 the	 foundation	 for	sub-
sequent	phases,	which	have	been	planned	so	as	to	transgress	the	borders	






























































































































































events,	 the	description	of	 the	relationships	between	them,	as	well	as	 their	
presentation	 (sometimes	 accompanied	 by	 a	 more	 general	 text	 about	 the	
specific	circumstances	of	 the	given	country)	was	always	 left	entirely	up	 to	
the	individual	selectors.	
As	the	first	step	of	the	second	phase,	East Art Map	was	transferred	to	the	
Internet,	where	we	 	 invited	 the	public	 to	provide	additional	data	 that	may,	
indeed,	change	the	map’s	topography.	In	this	way,	we	managed	to	acceler-
ate	 the	collection	of	data	and	democratize	 its	organization;	make	 it	possi-
ble	for	anyone	to	collaborate	in	the	creation	of	a	history	that	unfolds	before	
our	 eyes;	 and	establish	a	 space	and	create	 conditions	 that	will	 facilitate	
communication	among	theoreticians,	critics,	and	others	from	all	over	Eastern	
Europe.	Using	the	material	collected	thus	far—transformed	to	some	degree	
by	 the	 intervention	of	 interested	 individuals	 through	 the	 Internet	presenta-
tion	and	supplemented	by	commissioned	essays—we		produced,	ultimately,	
a	single,	 fully	 integrated	publication.	We	hope	 this	publication	serves	as	a	
useful	source	of	information	for	the	wider	public	interested	in	contemporary	
art.	 It	 surely	 served	 us	 as	 the	 basis	 for	 an	 exhibition	 that	 took	 place	 in	
October	2005	at	the	Karl	Ernst	Osthaus	Museum.
If	experts	from	the	field	of	art	history	and	theory,	or	indeed	anyone	who	















the	magazine	New Moment (issue	No.	20:	Artforum in New 
Moment),	produced	in	collaboration	between	IRWIN	and	New 
Moment	and	co-edited	by	Lívia	Páldi.	The	individual	selections	↗




























































































































































and	 theoreticians	do	 their	 jobs	properly.	Paradoxically,	 it	 is	 just	such	a	de-
mand	that	opens	up	this	“void”—this	still	living	remnant	of	the	former	time—
in	all	 its	fullness.
Local	mythologies,	which,	 as	 is	 typical	of	mythologies,	do	not	 support	







many	“arrangements”	 (to	 put	 it	 mildly),	 so	 that	 when	 the	 local	 system	 is	
forced	to	confront	the	international	system	various	things	can	happen:	cer-






peripheral	and	provincial,	which	 is	expected	 to	measure	 itself	against	 the	
established	standard,	against	what	parades	as	general	and	canonical;	if	we	
do	not	want	 to	be	robbed	of	our	own	history	and	wish	 instead	 to	partici-



















































































































































































































































































































































































































































































































































































































have	 been	 talking	 about	 in	 the	“Former	 East.”	 It	 is	 sometimes	
very	 easy,	 even	 from	 the	 point	 of	 view	 of	 the	 former	 socialist	
states,	to	portray	the	“West”	as	a	kind	of	normative	condition.	This	
is	a	mark	of	 the	success	of	 the	Anglo-American	hegemony	and	
the	extent	 to	which	 the	results	of	 the	changes	 in	1989	were	 to	
provide	apparent	evidence	of	 that	 rhetoric’s	 reality.	Art	was	one	
of	 the	 tools	 that	was	used	 to	persuade	 the	West	 internally	and	
its	 opposition	 externally	 of	 its	 superiority	 throughout	 the	 Cold	
















the	Biennial	de	Paris,	which	 ran	 from	1959	 to	1985,	was	also	
crucial	 in	developing	 these	contacts,	establishing	a	mechanism	
in	 which	 artists	 from	 around	 the	 world	 could	 meet	 and	 share	
experiences	as	well	as	show	their	art.	
Why	 then	 today	are	we	discussing	 the	 lack	of	knowledge	 in	
the	art	world	centers	of	the	“former	West”	of	the	history	of	art	in	




























































































































































































less	 as	‘Trotskyism,’	 turned	 into	 art	 for	 art’s	 sake	 and	 thereby	
cleared	the	way,	heroically,	for	what	was	to	come.”2	If	art	for	art’s	
sake	is	a	kind	of	aesthetic	Trotskyism	then	it	is	perhaps	clear	why	






















little	 reluctant	 to	announce	 it	here.	Nevertheless,	 it	 seems	so	










1	 S.	Guilbaut,	How New York Stole the Idea of Modern Art: 













































































































































































The	 show	 was	 clearly	 divided	 between	 an	 Italian	 group,	 an	










ing	 forms	of	 the	art	market.	As	 I	said,	 I	am	still	 trying	 to	unpick	


















This	 cast	 was	 called,	 in	 Charles	 Harrison’s	 review	 in	 Studio 
International,	“extremely	international.”3	He	was	making	the	point	




would	 see	 that	 the	 part	 of	 the	 world	 engaged	 in	 what	 would	
come	to	be	called	“conceptual	art”	was	socialist	Central	and	East	
Europe.	Why	was	 this?	Perhaps	 it	 is	a	question	 that	cannot	be	
answered.	At	the	least,	however,	it	must	represent	a	certain	blind-




























































































































































































of	 this	 show	 presumes	 a	 less	 extreme	 internationalism	 than	
“When	Attitudes	Become	Form”,	 limiting	 it	 (perhaps	 tongue-in-
cheek)	to	the	West.	While	there	is	much	to	say	about	the	naming	
of	 the	 show,	 the	 impetus	 for	 it	 apparently	 came	 from	 Laszlo	
Glozer,	an	Hungarian	émigré	who	came	to	Germany	in	1956.	As	










very	equal	 footing,	a	 fact	essential	 to	 the	planned	development	
of	Cologne	as	the	West	German	art	hub,	given	that	the	events	of	




curated	by	König.	 Instead	 it	was	 in	a	way	 franchised	out	 to	 the	
key	galleries	of	the	period,	including	those	run	by	Michael	Werner	
and	Max	Hetzler,	who	were	charged	with	bringing	 the	story	of	









to	 this	 talk.	Within	 the	publishing	house	Afterall	 in	London,	we	
are	developing	a	project	called	Exhibition	Histories	that	will	do-
cument	and	reflect	on	major	exhibitions	 from	1955	until	 today	
through	 contemporary	 and	 current	 responses	 to	 their	 signifi-
cance.	These	exhibitions	include	“When	Attitudes	Become	Form”,	
the	 1969	 Stedelijk	 Museum	 show	“Op	 Losse	 Schroeven”,	 and	
possibly	“Westkunst”.	Much	of	the	research	has	been	carried	out	
by	 my	 colleagues	 Pablo	 Lafuente	 and	 Lucy	 Steeds	 and	 they	




at	 artistic	production	 in	Western	Europe	 from	
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perceived.	This	 understanding	 was	 variously	 motivated;	 one’s	
specific	perspective	depended	on	different	ways	of	living.	On	the	
one	hand,	reality	seemed	to	appear	 far	 too	complex	 to	 function	
under	 incomprehensible	principles,	while	on	 the	other	hand,	 it	





runned	 the	 risk	of	 appearing	unacceptably	 naive.	At	 the	 same	
time,	 the	slogan	“the	end	of	history”	 ran	 its	predictable	course	
right	 into	the	minds	of	those	who	previously	advocated	for	radi-
cal	 imagination	and	 the	possibility	of	social	betterment	 through	
steady	rationalizing	and	learning	from	experience.	What	seemed	
to	be	at	stake	was	the	total	 loss	of	 imaginative	power	to	visual-










The	 question	 that	 the	 exhibition	“Ausgeträumt...”	 tried	 to	 raise	
was	not	whether	new	utopias	could	be	realized	but	how	art	could	




by	 the	economic	systems	 that	predetermine	 the	distribution	as	
well	as	 the	understanding	of	art	works.	What	does	 it	mean	 for	
art	when	it	becomes	part	of	a	dominant	world	order—especially	



































































































































































nificance	as	a	 tool	 for	 reflection	and	representation.	But	 (to	put	
it	colloquially):	can	you	fight	fire	with	fire?	 Is	 there	any	sense	 in	
producing	another	exhibition	when	the	intention	is	to	criticize	the	
exhibition’s	 loss	 of	 significance	 caused	 by	 its	 ever	 increasing	
appearance?	
More	provocative	 is	 the	question	about	the	potential	of	art	 to	
create	meaning	 for	 society.	 Is	 it	 even	possible	 to	 translate	 the	
Theodicy	question	from	the	religious	context	into	the	world	of	art,	
to	question	whether	art	can	even	have	any	relevance	–	given	that	
all	 the	criticized	social	and	political	developments	 took	place	 in	
































































































































































































































































































































































































































































































































































































































































































































































































































































West,	 the	 globalization	 of	 production	 and	 markets,	 finances	
and	corporations,	communication	systems	and	culture	 indus-
tries.	Such	a	prosperity	through	global	capitalism	and	democ-








with	 Maria	 Hlavajova,	 I	 did	 the	 research	 for	 Manifesta	 3	
(Ljubljana,	 2000),	 it	 became	 clear	 to	 us	 that	 there	 was	 a	
strong	sense	of	resignation	and	disillusionment	within	the	art	
world	both	 in	Former	West	and	also	 in	 the	Former	East.	Not	
only	artists,	but	also	theoreticians	and	curators	were	express-
ing	 it	very	strongly.	 It	was	already	 in	 the	air.	The	collapse	of	
the	 wall,	 of	 the	 socialist	 system,	 changed	 the	 situation	 not	






tions	 in	 the	 West?	 Can	 you	 compare	 them	 in	 light	 of	 this	
disillusionment?	
Kathrin	 Rhomberg:	 I	 think	 there	 were	 no	 expectations	 in	 the	
West.	The	fall	of	the	wall	was	generally	perceived	as	a	victory	
for	 the	West.	The	 reunification	of	Germany,	 for	example,	did	
not	 lead	 to	 the	 question	 of	 how	 to	 continue	 existence	 in	 a	
post-communist	era	and	society.	The	West	simply	carried	on	
as	 if	nothing	 terribly	substantial	had	happened.	 If	 there	was	
any	kind	of	expectation	 in	 the	West,	 I	 think	 it	may	have	been	



























































































































































































































a	hope	 that	 the	experiences	of	 the	East	could	be	connected	
with	 the	 experiences	 of	 the	 West,	 and	 that	 political	 change	
could	come	out	of	the	understanding	this	would	entail.
Magda	 Raczyńska:	There	 is	 an	 important	 political	 perspective	
worth	mentioning	here.	One	can	say	 that	 the	 interest	of	 the	
West	 in	 the	 political	 transformations	 in	 Central	 and	 Eastern	
Europe	was	a	 consequence	of	 the	West	being	disillusioned	
with	 its	 own	 democratic	 development.	The	 East	 represents	








racy	 to	deal	with	 the	new	social	and	economical	 reality	 that	
emerged	after	1989.	The	democratic	system	revealed	its	lim-
















sive	 in	a	very	 totalitarian	system.	So	 there	were	some	expec-






course	 right	 to	 see	 1989	 as	 a	 crucial	 date	 not	 only	 for	 the	
East,	but	for	the	entire	world.	Something	definitely	changed	at	
that	 time.	The	 post-communist	 condition	 means	 something	





















































































































more	 than	only	 the	collapse	of	 the	communism.	We	have	 to	
find	a	different	vocabulary	to	define	the	“Former	West”.	I’m	ab-








tellectual	 discourse.	To	 realize	 this	 is	 the	 beginning	 of	 the	
questioning	and	critique	and	even,	perhaps,	of	the	real	end	to	
the	Western	domination	of	the	world.	But	the	question	is,	what	
remains?	 Is	 this	 the	end	of	 the	universalism,	which	was	 the	
Western	ideology?	









international.	But	 I	don’t	know	how	we	can	replace	 the	 term	
“former.”	 This	 is	 the	 open	 question,	 and	 I	 think	 it	 is	 very	
productive.



















































































































































































































































































































































































































































































































































































































































































































































































Cestopisy	or “travel book” (first published in Prague in 1990), is 
a gossipy diary written by the Czech artist Milan Knížák during 
his stay in the USA (1968-1970). The text is a rollercoaster of 
entertaining opinions on his artist contemporaries, accounts 
of LSD trips on the West Coast, and erotic fantasies; amongst 
these are sprinkled views of the New York art world through the 
eyes of someone whose had hitherto experienced art under quite 
different ideological conditions. A notable theme throughout the 
text is the role of the artist in a city where there is a surfeit of 
artistic production; another is his constant shortage of money 
and a continual reassessment of how art negotiates the bound-
ary with life in the ‘freedom’ of North America as compared to 
socialist Czechoslovakia. Throughout the 1960s, Knížák’s main link 
to the international art world was Fluxus and Happenings; on 
arrival in New York he was dismayed to find that these tendencies 
had already become academic. One corollary of this is that he 
increasingly prioritizes first-hand sensation over cultural analysis, 
and at one point even infers that the trip has depoliticized him or, 
at least, diminished his “commitment.”
Claire Bishop












































ber	 of	 slummy	 buildings.	 Here	 you	 don’t	 have	 to	 hold	 paper	
events.	The	 streets,	 especially	 on	 Sundays	 (they	 don’t	 sweep	
them	that	day	at	all)	are	strewn	with	 layers	of	paper	as	 though	
they	had	been	covered	with	a	fall	of	monstrous,	dirty	snowflakes.	
So	much	for	perfect	packaging	techniques.	 I’ve	never	 in	my	 life	
seen	 paper	 wasted	 as	 much	 as	 it	 is	 here.	 Even	 tin	 cans	 are	
wrapped	in	paper.
I’m	living	in	Manhattan,	near	the	tallest	building	in	the	world,	 in	
a	 flat	belonging	 to	 an	 avant-garde	photographer,	Peter	Moore.	
Those	who	have	seen	the	Fluxus	films	(I	showed	them	a	couple	








wild	and	mysterious	pictures	 in	glowing	colours	 that	 transform	
everything	around	 them.	Even	yourself.	Like	a	 thousand	sculp-














cinating	 little	 trivialities.	 And	 the	 clothes!	 (I’ve	 already	 bought	
boots	 with	 little	 bells	 on	 them	 and	 a	 stetson.	 And	 a	 golden	
poncho.)












































by	 a	 Japanese	 group	 led	 by	 Kosei	 Kasaki.	They	 were	 making	
some	kind	of	film.	A	happening	in	which	both	the	actions	of	the	
performers	and	 the	 reactions	of	 the	participants	were	filmed.	 I	
couldn’t	stick	 it	out	 til	 the	end.	There	were	too	many	 interesting	
things	going	on	around.	 It	was	only	an	attraction	 to	amuse	 the	
passers-by.	And	 it	wasn’t	even	all	 that	attractive.	And	not	even	
very	original.	 I	 think	 there	are	only	 two	ways	of	doing	an	action	
on	the	street.	Either	present	 it	as	a	kind	of	 fascinating,	compel-
ling	 ceremony,	 a	 ritual	 (which	 today,	 however,	 is	 very	 difficult,	
especially	 in	America).	Or	simply	 release	some	 impulse	 into	 the	
flow	of	everyday	 life	and	 let	 it	be	and	affect	 its	surroundings	 in	
all	the	modifications	that	develop	out	of	it.	Do	not	try	to	make	it	
exceptional	beforehand.	But	watch	out!	You	have	to	carefully	esti-
mate	 the	 quality	 of	 the	 impulse	 in	 advance	 (if	 you	 can,	 of	
course).	
I	 felt	pretty	 low	after	all	 this.	The	 thing	 is,	 just	before	 that	 I	had	
been	to	the	opening	of	a	show	by	Bob	Whitman:	Pond.	An	envi-
ronment.	 (Here,	 I	mean	 in	America,	 I	 first	heard	how	 the	word	
was	properly	pronounced	–	 invirmint	–	naturally	with	 that	hard	
American	“R”	coming	from	somewhere	in	the	back	of	the	throat).	








helmets	 and	 enormous	 truncheons);	 I	 went	 through	 a	 lot	 of	






































































those	people	who	have	created	 that	 thin	 skin	 around	America	





in	 the	art	we	know	a	 lot	about	 in	Czechoslovakia	and	which	 is	
considered	 excellent	 and	 progressive.	 Of	 course,	 looking	 at	
American	art	 from	Europe	 is	 like	 looking	at	 the	Earth	 from	 the	






sidered	something	outside	 the	normal	 framework	of	 things,	yet	
something	you	clearly	have	to	respect	because	anyone	you	could	
mention	 respects	 it.	But	 it’s	not	essential	 for	 life	and	 therefore	
uninteresting.	 But	 let’s	 leave	 art	 and	 come	 back	 to	 New	 York.	
Now	it’s	covered	in	snow.	In	a	day	and	a	night	more	than	half	a	



















































almost	 ridiculous	 the	 things	 they	 have	 laws	 for	 here,	 as	 if	
Americans	were	not	adults	but	a	swarm	of	thoughtless	and	unrea-





you	have	 to	have	a	 rifle.	 In	some	places	you	can’t	stand	 in	one	
spot	 for	more	 than	an	hour,	 in	others	you	can	only	sing,	 in	yet	
others	only	swing,	and	still	 in	others	walk	on	your	cock.	 	 I	have	
the	feeling	there	must	be	a	law	here	that	tells	you	how	to	use	the	
toilet.	For	a	European,	all	 this	seems	ridiculous.	Also	American	
cities	 are	 not	 cities	 in	 the	 true	 sense	 of	 the	 word,	 except	 for	












icant,	 is	 almost	 instantaneously	 stamped	 with	 the	 hallmark	 of	
art.
[…]
California	 is	a	different	America	 than	New	York	 (they	say	NY	 isn’t	
America	at	all	and	it’s	true),	but	at	the	same	time	it’s	a	lot	different	
from	Indiana,	Kentucky,	or	Colorado	or	Ohio.	It’s	more	open,	more	
natural,	 but	 at	 the	 same	 time	 more	 surrealistic.	 Strange,	 but	
California	art	seemed	to	me	far	more	European	than	the	art	in	New	
York.	For	all	 the	differences,	 there’s	something	here	 that	we	have	



















































description,	 people,	 and	 mainly	 young	 people,	 get	 together	 in	
houses	where	 they	play,	sing,	 talk,	smoke	marijuana,	drop	acid	or	
mescaline,	and	screw.	And	all	of	this	–	these	house	parties	–	is	a	
very	 typical	 thing	 for	 Europe,	 especially	 Eastern	 Europe,	 where	
there	also	a	problem	of	space	and	money	and	so	people	are	forced	
to	spend	 their	evenings	either	 in	cheap	crowded	pubs	or	 in	 the	
house	or	flat	of	somebody	whose	family	has	just	gone	away	or	who	
is	 lucky	enough	to	have	a	 little	 room	of	his	own.	But	of	course	 in	




course,	 I	 can’t	 imagine	 life	 there	without	marijuana.	They	 smoke	
marijuana,	 they	drink	marijuana	 tea,	 they	eat	marijuana	cookies,	
they	chew	it,	they	sing	about	it,	they	worship	it.	
[…]









the	podium,	gave	 interviews	 to	 the	newspapers	and	 radio,	and	

















































mitted	 themselves	 to	 a	 lot	 of	 things	 and	 I	 feel	 that	 all	 that	 is	





All	my	grand	desires	have	 left	me	and	all	 I	want	 to	do	 is	drift,	
meet	gorgeous	girls,	good	lads,	wise	old	men,	stupid	cops,	stu-





could	 be	 built	 very	 cheaply	 and	 simply.	 I’m	 always	 thinking	 of	
going	back	home	and	I	try	to	imagine	what	everything	will	be	like	




































































the	 things	we	did	 from	that	 time	on	were	always	 referred	 to	as	
activities.)	Of	course,	we	didn’t	call	our	individual	actions	activi-
ties,	but	rather	everything	we	did,	in	order	to	emphasize	that	we	
were	 not	 concerned	 with	 art	 as	 such,	 but	 only	 with	 a	 type	 of	
activity.	In	any	case,	art	has	the	greatest	impact	when	it	remains	
anonymous.	I	hope	that	some	clever	critic	will	someday	point	out	








a	 lump	on	my	 temple.	One	performance	of	 revived	 rock	music	
which	the	police,	excuse	me,	I	mean	the	Public	Security	Forces,	





































































































































































































































































































































































































































































































The following excerpts are from Jan Budaj’s samizdat publication 
3SD (“Three Sunny Days”, 1981), which documents a collaborative 
project between “non-professional theatre artists” and “so-called 
professional visual artists, especially those who found themselves 
excluded from official exhibition halls”.1 Planned to take place in 
May 1980 at the Medical University Gardens, this three-day festi-
val was in keeping with Budaj’s street interventions of the late 
1970s in that it aimed to create “an authentic public event” and a 
“situation of contact” – in other words, to propose a public sphere 
that, under “normalization”, had been all but suppressed from 
memory. The event was publicized and State permission granted, 
but a fortnight before “Three Sunny Days” was due to take place 
it was banned and subject to investigations. As Budaj writes: 
3SD did not take place. Before the event could materialize, it 
was cut off in a whirl of hysteria, the real causes of which still 
remain unclear. We could merely observe its external manifes-
tations: all copies of Bulletin were impounded and destroyed 
and Labyrinth theatre’s activity was banned. V-klub, whose pro-
fessional employees were laid off, met the same fate. 
Interrogations of 3SD’s players and attempts to penalize 
Labyrinth’s director at her workplace, and other measures 
followed. 
A year later, Budaj undertook a series of interviews to take the 
temperature of artistic feeling in relation to 3SD’s aspirations; one 
of the main themes is the shift of values between the 60s gener-
ation and Budaj (who would go on to be a key figure in the Velvet 
Revolution, and a politician in the post-‘89 administration). There 
are also numerous revealing comments on Western art.  Amongst 
those he interviewed were the Slovak artists Alex Mlynárčik 
(b.1934) and Julius Koller (1939-2007), whose conversations are 
reproduced below, along with Budaj’s reflections in January 1988 
on the second edition of 3SD.  More information about Mlynárčik’s 
elaborate participatory gatherings can be found in Vit Havránek’s 
contribution to this volume (pages 64-74). Julius Koller is best 
known for his photo-conceptual practice organised around the 
cosmic idea of the “UFO” – unidentified flying object – a flexible 
acronym used by the artist to refer to his work after 1970 
(“Universal Futurological Operations”) or, as here, to an artists’ 















































onades	or	 letting	their	 throats	remain	parched.	 It	 is	Election	Day	
today.	The	Czechoslovak	Socialist	Republic	organizes	its	Happsoc	
today	–	no	drinking,	no	serving	alcohol,	no	toasting.2	No	wonder	
the	 atmosphere	 that	 has	 descended	 on	 the	 city	 is	 grim.	Those	
who	 were	 drinking	 last	 night	 and	 slept	 in	 this	 morning	 –	 who	
were	filled	with	 remorse	but	 forgave	 themselves	only	 to	hit	 the	
streets	 again	 with	 a	 new	 taste	 for	 more	 on	 the	 tongue	 –	 walk	
around	 haggardly	 now	 and	 the	 taste	 of	 yesterday	 makes	 their	
tongue	sticky.	It	is	the	second	day	of	elections.	People	are	loiter-







moment	when	 the	conversation	 takes	a	 turn	 that	allows	me	 to	








Alex:	 I	was	driving	 through	the	most	 idyllic	countryside	–	chim-
neys	smoking,	snow	everywhere.	It	made	me	recall	all	kinds	of	
fairytales.	 And	 suddenly	 the	 smallest,	 tiniest	 train	 appeared	
from	the	woods	looking	like	a	toy,	puffing	happily	as	it	passed	
through	 the	valley.	What	an	amazing	experience!	 It	made	me	
richer	 in	 that	moment	–	 I	acquired	possession	of	a	peculiar	
experience.
This	was	what	 I	wanted	 to	present	 to	 the	participants	of	 the	
event,	but	mostly	 to	 the	villagers	 for	whom	the	 train	was	an	
everyday	reality.	I	wanted	to	grant	them	a	part	of	that	posses-
sion	I had	acquired	when	I	visited	them.	Since	the	train’s	route	






If All The Trains in the World...	(1972).



































dedicated	 to	 those	who	 lived	alongside	 it	with	all	 its	 life	and	
to	let	it	be	a	beautiful,	unique	experience.
I	organized	 the	moment	of	 their	 joy,	surprise,	and	celebration	
when	 the	 dream	 train,	 pink	 and	 gold,	 and	 overflowing	 with	
music,	food	and	drink,	pulled	into	their	tiny	village.	Steeped	in	









not	 speak	 of	 Art,	 which	 has	 lost	 its	 relation	 to	 reality	 in	 our	




ketplace.	 In	 this	regard	 I	 like	American	hotels.	They	are	glass-
inhabited	 sculptures.	 Everything	 is	 aesthetically	 uniform	 but	
functional	at	the	same	time,	and	comfortable.	It	doesn’t	give	any	
indication	of	what	part	was	played	by,	 let’s	say,	visual	artists,	









a	buddy;	he’s	fine.	 I	 am	merely	 looking	at	 the	problem	as	a	


































































live	 in	 this	 country	 of	 my	 own	 free	 will.	 I	 could	 have	 been	
somewhere	else.	But	even	though	I	 live	here	I	do	not	have	to	










Alex:	 After	 all,	 there	 are	 higher	 gains	 to	 consider	 which	 don’t	
overlap	with	superficial	worldly	planes.	Saint-Exupéry’s	Little 
Prince	represents	a	prototype	for	perceiving	life’s	truths	which	
paves	 the	way	 to	comprehending	Argíllia.	The	Little	Prince	 is	



















































collective	 initiative	 in	 the	 ranks	 of	 Slovak	 modern	 artists	
emerged.	
They	would	meet	each	week	and	play	football.	The	State	Security	
already	 knew.	The	 first	 interrogations	 took	 place.	 It	 might	 be	
something	interesting.	Moreover,	since	it	was	both	a	homely	and	
a	collective	endeavor,	it	couldn’t	be	sidestepped	either.	
The	players	decided	 to	 take	 it	up	a	notch.	Peter	Meluzín	orga-
nized	 a	derby	 between	 two	 groups	 who	 initially	 played	 sepa-
rately:	between	TJ	Lamač	and	TJ	SŠUP	Superboys.	I	managed	to	
get	in	to	watch	the	return	match.	












to	 let	a	nice	young	 lady	 in	a	folk	costume	greet	 the	UFO	senior	
member	Julius	Koller	on	behalf	of	the	art	school.7	Team	captains	
exchange	 gifts	 and	 flags,	 while	 the	 speakers	 boom	 with	 the	






rists	 and	 artists,	 takes	 turns	 cheering	 for	 one	 team,	 then	 the	
other.	The	gym	trembles	under	a	 frenetic	 roaring	and	whistling.	
TJ	 UFO	 definitely	 earnt	 its	 lead	 by	 the	 half-time	 break,	 which	
passes	quickly	while	artistic	photographs	(doc.	Matuštík)	are	sold	
and	anti-doping	tests	are	undertaken.	The	referee	(R.Cyprich)	mo-















































Budaj:	 How	 would	 you	 interpret	 the	 message	 of	“Unidentified	
Football	Objects”	to	an	uninitiated	reader?
Koller:	The	entire	initiative	was	a	cultural	event.
Budaj:	So	 it	 is	not	art	after	all?	 In	your	perception,	what	 is	cul-
ture	and	what	is	art?










country	and	 in	 the	West	are	 to	an	extent	multifarious,	which	





lic	could	not	affect	artistic	taste	 in	the	 least.	 In	previous	cen-
turies,	the	public	was	told	that	it	did	influence	it	after	all.	Since	
then,	art	has	started	shifting.		First,	 it	underwent	the	process	
of	 liberation,	 then	 decoding,	 after	 that	 it	 switched	 media,	
forms,	missions...	and	 these	days,	 it	seems,	 it	has	become	a	





tional	 lines.	 	The	 capacity	 of	 artistic	 activity,	 however,	 tran-
scends	such	notions	by	and	 large.	 	These	problems	–	as	 to	
what	 is	what	–	can	be	perceived	within	cultural	dimensions.	
The	 real	 problem	 lies	 in	 defining	 art	 as	 a	 notion.	 	 Art	 has,	
however,	diffused	so	much	–	it	has	approached	life–	that	the	



































culture	of	 life	has	gained	more	 importance	 than	skirmishes	
over	what	art	 is	and	what	 isn’t.	As	long	as	art	abided	by	tra-
ditional	 forms	of	expression	–	a	painting,	a	sculpture,	etc.	–	
it	spoke	about	 life,	but	 it	did	so	via	medium,	 in	 intermediary	
fashion	(in	such	instances,	the	issue	of	selecting	a	particular	
medium	 or	 form	 is	 vitally	 important),	 but	 if	 artistic	 activity	
reacts	with	life,	what	gains	in	importance	is	the	culture	of	life,	
not	art	itself.
Budaj:	 To	 continue	 with	 this	 perception	 of	 the	 relationship	
between	culture	and	art,	artistic	activity	becomes	the	medium	
of	a	novel	goal	–	cultural	awareness,	or	rather,	raising	the	level	
of	 cultural	 awareness,	 its	 dissemination,	 enrichment...	 I	 call	
this	process	“a	change	in	the	level		 of	 collective	 conscious-
ness”.	 It	might	 sound	overly	 sophisticated,	but	 terms	arising	
from	an	 inflection	of	cultural	awareness	 in	all	possible	cases	
(mainly	 ideological	 ones)	 inspire	 distrust	 in	 me.	
But	back	to	the	matter	at	hand.		An	artifact	(=	output	of	artis-
tic	activity)	and	artistic	activity	in	its	own	right	have	started	rub-
bing	 shoulders,	 and	 sometimes	 become	 one.	 	 Art	 no	 longer	
interacts	 with	 life	 indirectly,	 through	 symbols	 or	 feelings;	 it	
affects	it	directly.		Such	art	could	assume	the	role	of	an	instru-
ment	of	social	correction;	it	could	experiment	with	topical	con-
flicts,	 schemes.	 	 It	 might	 as	 well	 be	“an	 alternative	 path”,	 a	
counterbalancing	element,	an	element	 leading	 to	a	dialogue	





In	practice,	art	appears	 to	be	running	 in	 two	directions.	First,	
there	is	art	with	an	ambition	to	interact	with	life,	and	to	address	
some	 specific	 problem	 with	 a	 more	 or	 less	 current	 social	
demand,	 making	 it	 assume	 a	“professional”	 status.	This	 ten-
dency	manifests	itself	in	current	American	theater	groups.	They	
respond	 on	 a	 local	 level,	 for	 example	 by	 renewing	 modern	
urban	 environments	 that	 are	 dying	 and	 no	 longer	 inhabited.	
They	 engage	 in	 social	 programs	 for	 marginal	 social	 groups	
(activities	for	drug	addicts,	ethnic	people,	the	physically	hand-
icapped,	the	unemployed,	teenagers	from	slums,	etc).	
It	 resembles	activities	 resulting	 from	 the	 rise	 in	popularity	of	
psychotherapeutic	 techniques,	using	artistic	means	 to	create	
situations	that	serve	to	correct	behavior	and	deal	with	conflicts	
faced	by	 the	 individual,	all	of	which	ensue	 from	the	nature	of	
modern	life	and	civilization	such	as	it	is.














































ing	 forces	 in	 the	world,	whereas	 in	 the	past	 this	was	covered	
up	and	denounced.	Underneath,	you	can	hear	the	bells	of	 the	
good	old	colorful	jester’s	hat	jingling	happily,	alright.	
Please	 forgive	me	 for	 the	 little	detour	 I	have	 taken	here,	and	
let’s	 get	 back	 to	 your	 perception	 of	 culture.	 	 The	 way	 you	
described	the	concept	appears	to	denote	an	activity	relating	to	
the	general	public	 to	a	 large	extent.	 	So,	no	exclusiveness	–	
quite	 the	contrary	–	filling	up	 the	void	between	the	problems	
of	the	author	and	the	problems	of	others...










Koller:	 I	 have	 been	 using	 it	 in	 my	 Universal	 Cultural	 Futuristic	
Operations	 (UFO)	since	1970.	To	describe	 it	 very	briefly	–	 it	
transforms	phenomena,	aspects,	and	experiences	I	encounter	
daily	into	a	cultural	activity,	while	employing	a	particular	artis-
tic	 touch	 through	selecting,	acting,	or	denominating.	 	 In	 this	
way,	very	mundane	activities	 take	on	an	uncommon,	peculiar	







capacity	 to	 take	 in	an	abundance	of	 images	and	 ideas.	 	For	










































tabloid	 treat.	 	But	UFOs	are	not	 the	answer.	 	Quite	 the	con-
trary,	the	issue	poses	questions,	while	being	open-ended.
Budaj:	 It	 is	a	 fact	 that	 issues	such	as	UFOs	are	subject	 to	dis-
cussions	extending	beyond	the	narrow	scientific	arena	of	spe-
cialists.	The	same	cannot	be	said	about	strictly	scientific	prob-
lems.	Do	you	 intend	 to	demonstrate	a	substantial	 shift	 from	
the	specialists’	arena	towards	a	lay	audience?
It	 is	 impossible	to	direct	art	exclusively	towards	the	art	world	
or	 the	general	public,	even	 though	 it’s	necessary	 to	choose	

















moment	 can	 gradually	 start	 turning	 into	 possibilities.	
Administrative	difficulties	when	organizing	 this	contact	 is	not	
the	only	problem.	It	is	also	difficult	to	attempt	to	engage	such	
contact	 with	 a	 public	 whose	 cultural	 consciousness	 is	 not	
ready	to	take	it	in.	





































out	 in	a	single	copy.	 It	was	more	 like	an	album	which	only	par-
ticipants	 and	 partners	 of	 3SD	 could	 view.	The	 caution	 I	 had	
employed	 on	 behalf	 of	 some	 of	 the	 participants	 has	 become	






and	perhaps	even	more	so,	 in	 its	 tone	and	mode	of	 reasoning.	
The	first,	more	representative	publication,	reveals	that	the	editor	
strove	 to	emulate	a	proper	publication	 that	would	naturally	dis-
tance	 itself	 from	those	 [publications]	 that	were	 then,	and	unfor-
tunately	still	are,	sold	 in	bookstores.	This	seven	years’	worth	of	






















proach	 to	 reality.	‘A	 lay	person	viewing	reality’	 is	how	an	artist’s	























use	his	creativity	 for	social	 legitimation	or	an	“alibi	 for	 living”,	 for	
himself	or	others.	Art	is	more	of	an	existential	choice,	rather	than	
existential	necessity.	A	 lay	author,	perceived	 in	accordance	with	
















This	 is	not	 the	 time	 to	elaborate	on	 the	changes	since	1980	
that	have	made	obsolete	such	views	on	“modernity”	and	on	 the	
interpretation	of	 the	“lay	person”	or	“professional”.	This	publica-
tion	moreover	 lacks	 the	necessary	 room	to	venture	such	an	en-





allowing	professionalism	to	 take	 its	 rightful	place	 is	equally	 im-
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